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FOREWORD 


Ir is my privilege to introduce to the world of scholarship- 
Dr. Raghavan’s second book in the Adyar Library Series 
entitled Some Concepts of Alankara S'āstra. His first book, 
The Number of Rasas, was published by the Adyar Library 
in 1940 and the uniformly good reception which it has had 
at the hands of literary_critics has made me hasten with the - 
work of bringing out this second publication. 

The subject of Indian Aesthetics has yet to be built up by 
research work not only in Gita, Natya, Silpa and Citra but 
also in the important field of Sanskrit Alankara S'astra. The 
vast and noteworthy contributions of Indian minds on the 
subject of Literary Criticism have not received the attention 
which scholars here and in other countries have shown to . 
Indian contributions to Philosophy. 

Bharata who defined Drama as re-presentation of moods 
(Bhava-anukirtana) and said that Rasa-anubhava. (experience 
of Rasa) is its essence; Bhamaha and Dandin who emphasized 
that Beautiful Expression (Vakrokti or Alankara) is the 
vital thing in poetry (p. 260); Vāmana who stressed 
Saundarya (p. 261) and declared Style (Ri) as the soul 
(Atman) of expression (p. 143); Anandavardhana to whom it 
was given to show that the revelation in Art takes 
place through Suggestion (Dhvani) ; Abhinavagupta who 
expressly said that the ‘soul’ of poetry is the experience 
of Beauty (Carutvapratiti, p. 263), and formulated along 
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with others, that ultimately Harmony (Aucitya) is the life 
of Kavya (pp. 194-257); Bhatta Nayaka who distinguished 
poetry from other utterances (p. 17) as * Mode of Expression ' 
(Abhidhavyapara) subordinating both Word and Idea (S'abda 
and Artha); Kuntaka who based style on poets character 
(p. 165), Mahima Bhatta, Bhoja—these would rank with the 
world’s eminent Literary critics. It may well be claimed that 
Rasa, Dhvani and Aucitya form the three great contributions 
"of Sanskrit Poetics to world's literature on the subject. 

Among the more important topics, dealt with in this 
book, Alarikāra, Riti, Aucitya, Saundarya (pp. 261-3) and 
Camatkara (pp. 268-271), deserve to be specially mentioned. 
The treatment is original and some topics have been dealt with 
for the first time. The Author has utilized for his studies not 
only printed books, but a number of works available only in 
manuscript. The accounts are historical and given in great 
detail, so that a complete examination of the ideas of all the 
writers on a particular concept may lead to the discovery of 
several ideas which will be of value for a proper appreciation 


. of the finer aspects of the rich contributions of the Alarikāra 


S'asira. It will be seen that some of the studies take into 
account contributions of Western writers also; and it is hoped 
that the comparative study which the author mentions on 
p. 255, will be published soon. 

It is with great pleasure that I record my sincere thanks 
to the author for the co-operation which he has been extending 
to me in the publication of the Adyar Library Series. 


Adyar G. SRINIVASA MURTI, 
14th April 1942. Honorary Director. 
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PREFACE 


I HAVE dealt with Sahitya, Ukti, Dosa, Guna, Vakrokti, 
Alankara, Dhvani and Rasa in my book on Bhoja’s 
S'rgara Prakāsa. The contents of this volume supple- 
ment the studies contained in my book on the S'rügara 
Prakāsa. The opening study here of the Laksaņa 
forms the first exhaustive account of that little-studied 
concept. In the study of the Riti here, I have dis- 
cussed it in relation to the conception of Style in the 
West. The study of Aucitya presented in this book 
forms the only account of that important concept. In 
these and the other studies in this book, I have, on the 
basis of a detailed, historical survey of the concepts as: 
developed by the several Sanskrit Ālankārikas, en- 
deavoured to understand and interpret their underlying 
ideas and the value of these for the art and appreciation 
of literature. 

I am thankful to the authorities of the Journal of 
Oriental Research, Madras, the Journal of the Madras 
University, Madras, the Indian Historical Quarterly, 
Calcutta and the Indian Culture, Calcutta for their 
permission to bring out in the form of this book these 
studies of mine on concepts of the Alankara Sastra 
which originally appeared in those journals in the form 
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of articles. I am thankful to the authorities of the 
Madras University for permitting this publication, and 
to Dr. Srinivasa Murti, Director, Adyar Library, for 
accepting to publish this book in the Adyar Library 
Series, as also to Dr. C. Kunhan Raja, D.Phil. (Oxon.), 


Curator, Eastern Section, Adyar Library, and Head 
of the Department of Sanskrit, University of Madras. 


Madras V. RAGHAVAN 
16-3-42 
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THE HISTORY OF LAKSANA 
SYNOPSIS 


[I. Introductory—1I. The text of Bharata on the subject: 
2 recensions—III. The literature on the subject—IV. Its three 
names: Laksana, Bhusana and Nātyālankāra—V. The Das'apaksi, 
“10 views’, on the subject in the Abhinava Bharati—VI. 
Probable authors of the views in the Das'apaksi—VII. Criticism 
of the Das'apaksī —VIII. Abhinavagupta's own view—IX. Other 
"writers on the subject: Dandin, Dhanafijaya and Dhanika, Bhoja, 
'Sfāradātanaya, Jayadeva, S'ingabhupala, Vis'vanatha, Raghava- 
bhatta, Jagaddhara, Alaka, Rucipati, Bahurupamisra, Kumbha- 
karņa, Sarves'vara and Acyutarāya—X. Bharata's own view; the 
text of Bharata independently studied—conclusion—XI. Supple- 
ment: table of the Laksanas in the various lists according to the 
different writers.] 


I 


Sāhitya along with grammar and prosody finds treatment 
at the hands of Bharata under Vācikābhinaya, the Kavya 
which is the text of the drama. The Kavya, Bharata says, 
should have 36 Laksanas. le4aeditd FA: gzagaN- 
fqar: | XVI. 169. In chapter 17, he gives a list of 36 
Laksanas and defines each. In the end he calls them RIA- 
faya’, adornments to Kavya. He does not illustrate these 
as he illustrates the metres and Alankāras. He does not 
specify their place'in Kavya and does not define their difference 
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2 SOME CONCEPTS OF ALANKARA S'ASTRA 


from Alaūkāra. This concept of Laksana is not elaborated 
very much in later literature on Poetics or Dramaturgy.. 
Abhinava opens his exposition of the topic by observing that, as 
a topic of Poetics, it is quite unfamiliar, Aprasiddha. qA 
megu (41) fifa (fa) gas aig nf ATT: | guit 
g 1 seis | -Abhi. Bha. p. 379. Many of these look like 
Alankāras while some actually go by names which are 
Alankàras in later literature. There is no clear grasp of 
the exact nature of Laksana in the few writers on Dramaturgy 
who treat of it. Bharata certainly means them to be features. 
of Kavya in general and not of drama only. It would seem, 
by Bharata mentioning them first and by giving 36 of 
them, Bharata considers Laksana of greater importance than 
Alankāra. It had its day when it loomed large in the field, 
eclipsing Alaūkāra, which was poor in numbers. But gradually 
Laksana died in the Alankāra S'āstra. Writers on drama 
took it up, some enthusiastically defining and illustrating 
them, some doing so out of loyalty to Bharata and some 
dismissing them as having been included in Alankaras or 
Bhavas. This lost Paddhati of Laksana has a history of its. 
own which is the subject of this chapter. 


II 


In chapter 17, Bharata gives a list of 36 Laksanas, 
defines each and in the end indicates their character and 


! References to the Natya S'astra of Bharata are to the Kasi 
edition of that work. References to the Abhinava Bharati are to: 
Vol. II of that work in the MS. of the Govt. Oriental MSS. Library, 
Madras, the corrupt text of which, I studied and reconstructed 
as far as possible with the help of Mm. Prof. S. Kuppuswami 
Sastri. The GOS Edition of the work, not infrequently, adds to: 
the mistakes. See GOS. LXVIII, pp. 290—321. i 
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place in the Kavya in one verse. This portion of the Natya 
S'āstra has two recensions, even as the portions on metres 
and Gunas. The text on Gunas followed by Abhinava is 
not the one followed by Mangala, whose fragments on the 
concept of Guna are available in Hemacandra and Māņikya- 
candra. But as regards metres and Laksanas Abhinava is 
acquainted with both the recensions. He notes both the 
recensions as regards the definitions of the Laksanas and says 
he follows mainly the recension handed down to him through 
his teacher. '-d&gimHeg AAFEERI: |” p. 384. This 
recension enumerates the Laksanas in Upajati metre; the 
other recension, in Anustubh metre. He adds that he will 
indicate the other recension also then and there. Accordingly 
while treating of the Laksaņas, one by one, he notices the 
definitions in the other recension and also shows, quite 
arbitrarily in most cases, how both mean the same thing. 
Further, though both recensions have Priyavacana, Abhinava 
includes the Priyavacana of the Anustubh list in the Prot- 
sāhana of the Upajāti list, and in the Priyavacana of the 
Upajati list itself, he includes the Bhramsa of the Anustubh 
list. Garhana of the Anustubh list is twice included under 
Kapata and Karya of the Upajati list; similarly Prasiddhi 
under both Ākhyāna and Anuniti. Paridevana of the Upajati 
list is said to include two, Ksobha and Anukta siddhi, of the 
Anustubh list. The Kavyamala edition of the Natya S'astra 
has the recension followed by Abhinava, the Upajati recen- 
sion. The other recension in Anustubh verses is found in the 
Kasi edition which also gives in the footnote the Upajati 
recension. The Rasarnavasudhakara and Sahityadarpana follow 
the Anustubh recension while Bhoja, with whom elaboration 
is the principle, must have been acquainted with both recen- 
sions, since he makes up a list of 64 Laksanas from both 
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recensions. The Dasaripa follows the Upajati recension. 
The two recensions differ in their enumeration as well as 
in the definition of each Laksana. Only 17 Laksanas are 
common to both. Of the definitions, eight are common to 
both, those of Bhūsaņa, Aksara sanghata, S'obhā, Gunakirtana, 
Manoratha, Prcchà, Samsaya and Prāpti; the definition of 
Kārya of the Upajāti list is the same as that of Garhaņa in 
the Anustubh list ; five definitions agree in substance, those of 
Udāharaņa, Nirukta, Siddhi, Padoccaya and Drstanta; the 
difinition of Anuvrtti of the Upajāti list agrees in substance 
with that of Daksinya of the Anustubh list. Yāñcē and 
Priyavacana of the Upajāti list are defined by the same 
identical verse, and the definition suits the latter and not the 
former. There are also corruptions in the definitions in both 
recensions. The table at the end of this chapter shows the 
Laksaņas according to the two lists, how Abhinava includes 
those of the Anustubh list in one or the other of the Upajāti 
list, additional Laksaņas in other writers, and other details. 


III 


Coming to the literature on the subject of Laksana— 
Besides Abhinava's commentary on this portion of the Natya 
Slāstra, which deals elaborately with Laksana, earlier com- 
mentaries of Udbhata, Lollata and S'ankuka must have dealt 
with the concept of Laksana. Bhatta Nāyaka's Hrdaya- 
darpaņa also probably dealt with it. We have sure evidence 
of Bhatta Tauta having treated of Laksanas. In an extract 
given from his Kāvyakautuka in the Abhinaya Bharat? on 
p. 541, Vol. II, we find Laksana included in his enumeration 
of the ‘Kavyapaddhatis’, along with Guna, Riti, Alankāra etc. 
Further Abhinava ascribes to Tauta certain definite views 
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on Laksana during the course of his attempt to explain the 
difference between Alankāra and Laksaņa. We noted above 
how the Upajati recension was handed down to Abhinava 
from his teacher, i.e., from his teacher's Kavyakautuka, upon 
which Abhinava had commented. Before Abhinavagupta, 
views on Laksana were very confused, as is seen from 
Abhinavagupta's commentary on the Laksanas which opens 
with 10 Pürvapaksas on the real nature of the concept of 
Laksana. Bhoja’s S'rngāraprakāsa enumerates, defines and 
illustrates, not 36 of them, but 64. Sāradātanaya follows 
Bhoja. The Dasarūpa aud Avaloka mention the 36 Laksanas 
and briefly indicate their inclusion in Alankāras and Bhāvas. 
Bahurüpamisra, in his gloss on the Dasarüpa, speaks twice 
of the Laksanas and in addition to the Laksanas, mentions also 
the Nātyālankāras. The Sangītarāja of king Kumbhakarna 
dealt with the Laksanas. Sarvesvara's Sāhityasāra deals with 
the Laksanas of the Upajati list. S'ingabhüpala calls them 
'Bhüsanas', gives 36 of them, defines and illustrates them. 
The Sāhityadarpaņa also gives them with definitions and 
illustrations. The Nātakacandrikā, an unpublished work on 
Drama, criticises the Sahityadarpana and follows the Rasar- 
navasudhakara as regards the 36 Laksanas. From Raghava 
bhatta’s commentary on the S'ākuntala we learn that Matr- 
gupta also dealt with Laksanas separately in his work on 
Natya. Raghavabhatta indicates some of the 36 Laksanas 
in the several situations of the S'akuntala. Jagadhara is 
another commentator who, in his Tika on the Mālatīmādhava, 
points out a few of the Laksanas. Rucipati, in his com- 
mentary on the Anargharaghava, points out two Laksanas. 
Rajanaka Alaka, in his commentary on Ratnakara's Hara- 
vijaya, has occasion to speak of Laksana. Alaka follows the 
Upajati recension. The only work on poetics proper which 
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treats of Laksaņas is Jayadeva's Candrāloka. It defines only 
a few of them with illustrations. 


IV 


Laksana has changed its name in its history. S'inga- 
bhūpāla and his followers call it Bhūsaņa. This name is 
derived from Bharata himself describing the Laksaņa as 
*ayeufaqSUp, and ‘yada’. Though Bhoja calls it only 
Laksaņa, S'āradātanaya calls it Bhūsaņa at the beginning and 
ends by calling it Alankāra. Jagaddhara callsit Nātyālankāra. 


V 


Bharata's own view of Laksana as far as it can be made 
out from his text alone, must be taken up only lastly. Before 
that we shall see what views of Laksana are contained in the 
Abhinava Bharati. Abhinavagupta gives a number of con- 
fused views held by others and at the end of these he numbers 
them as ten. But actually, on first reading, we get only eight 
views. The text here is very corrupt and perhaps lost also 
here and there. These following ten views can be made out 
of this portion of the Abhinava Bharati. Pp. 379-381. 
Vol. II. Mad. MS. i 

i. Laksana is different from Guna which is inherent in 
Rasa, the soul of poetry. As belonging to the body of poetry, 
Laksaņa is on a par with Alankāra with this difference: It is 
not separate from the body (i.e.) it is not JHXfdg. Alankāra 
is separate from the body. qaReRcaesse: | aAA gegč 
games (Gagang) IZANA | Laksana is the body itself and 
as such is further adorned with Alankāras. Just as we take the 
metaphor of necklace or anklet when we talk of Alankara 
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so also we have to take the metaphor of the Laksaņa of the 
body, such as the Sāmudrika-laksaņas, when we speak of the 
Kavyalaksana. This Laksana is twofold—natural, Siddha- 
rūpa, such as the quality of having broad eyes, and artificial, 
Sādhyarūpa, such as the occasional grace while adopting a 
beautiful gait. In this view, Laksanas are features in the 
personality of the chief character of the story. 


—adsaui ša ater dien sad | da feed weed 

qr, aT AAR aerate a) Wada esum ; AaISĒRAA | 

t ; agasan fado, 

JA AAT ai mi JĀ q | p. 379. 

ga AAG IKT PTT uw ae 
adadiad | | p. 380. 


ii. Some others think that situations or points in the plot 
of the:drama or the Sandhyangakas are called Laksana. Just 
as the Sāmudrika-laksaņas like Pasa and Dhvaja indicate the 
greatness and the beauty of a Mahapurusa, so also these 
Laksanas which are so many points in the developmerit of the 
plot beautifying the story; as beautifiers of the text, they are 
called Laksanas; but the same are called Sandhyangas as 
developers of the plot, and rteyeness as promoters of Rasa. 


ei IEEE RETO arenas sant 
q Raa | aAa AAA AnA 
qe MARAT ART, ANARA RAR- 
arduis, BARANTA ARATAT- 
Yarkawanaeeareaal | dax dq — 
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seas Teste T [2] 5T a, | 
nfaufeaazwifr efus: |1 Zia | p. 380. 
‘iii, Some differentiate Gunas, Alankaras and Laksanas. 

not by the sms adopted by those who hold the first 
view, but by defining three different activities on the part 
of the poet’s faculty in introducing the Gunas, Alankaras 
and Laksanas in a Kavya. The poet’s imagination has three 
activities, Vyāpāras, and three corresponding vibrations, 
Parispandas. In the very first vibration the poet’s genius 
conceives the Rasa and its Guna, say S'rngāra and its Guna, 
Mādhurya. The second vibration which is also called 
Varnana, effects the introduction of Alankāra. The third 
activity chooses the words and ideas. The effect of this third. 
activity is the actual body of poetry, the Kavyasarira, suggest- 
ing the presence of the ten Gunas, S'lesa etc. That beauty 
of. the Kāvyasarīra which is the effect of this third activity 
and which is not covered by the beauty effected by an 
Alankāra is what is called Laksaņa. 


waa g gāaa—aā: g: faut aR a]: 
agalumaelgadg(aT:) ger: | MĒRA wa fe aiaga- 
armzuargalfā: saaa (argalgaftarmua) ura, a GATA- 
mili | Add Most zd «up maaana fa- 
AMRUMTEASH: | Wea) RI: assaf: 
aaa ada: sa: ghee: datnes: 
Toa TH spes Ten AAT Seem TI COURIC nner oo 
ama aA Praca | g ada 
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g: enegana Rafe: (2) N 


Ta PAARA JMFR: | p. 380. 


4 


This view seems to be like the first in making Laksaņa 
the Kavyasarira. This view further seems to formulate two: 
sets of Guņas, one, the three Guņas Arg, KA, and alg, 
which are said to inhere in Rasa as Rasadharmas and the 
other, the ten Gunas of the words, @Y etc. The suggesting 
of these and the effecting of a fine texture or appearance, 
Snigdha sparsa, in S'abda and Artha, forming the body of 
Kavya, is said to be Laksana by those who hold this view.” 

iv. The fourth view, instead of restricting the Laksanas. 
to Vakyas or points in the plot, lifts them to the position 
of ga7gąĤs—characteristics of different kinds of poems. As. 
for instance, some poems are characterised by the speciality 
of having profuse adornment of Gunas and Alankāras. Such. 
poems are called by the first Laksana called Bhūsaņa, which 
Bharata defines as the ample use of Gunas and Alankaras. 


SSS 


Bean s HASET | 
ÀR furis 774, l| XVII. 6. 


The example given here for such poem, i.e. a Bhūsaņa. 
prabandha, is Meghadita! 


qur fe—fafad Jam TORT, AN 


Suena, TRTA TAAA sa(ea) sat equ | 
i p. 381 
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v. We are unable to have much light as regards the 
fifth view on which we have only a brief remark. It says— 


fea gad—aartirataadt wary, ef | p. 381. 


vi. Certain others are said to view Laksana as the 
proper use of Gunas and Alankaras, i.e. in accordance 
with the principle of Rasa-aucitya. 


gat garai —uYRYra mita ad Trasi (Talal) 
IGATA | p. 381. 


vii. The seventh view has affinities with the first and 
third views. It takes its stand on the fact that Laksana, 
like Alankāra, belongs to the body of Kavya and secondly, 
like Alankāra, it is a beautifying factor. The beautiful 
Kāvyasarīra itself is held as Laksana. Such beauty as is 
inherent in Kāvyas like the Amarugataka, even in the absence 
of Alankāras or what may be called natural beauty, is the 
proper scope for the concept of Laksana. 


R amaai RAA aAa) fratgrad T- 
sfraaaaa: aea, araka A faa), atdtradtga! ud: d 
wea: (Gari) a Ta NA: PARAE SANA, | p. 381. 

viii. The eighth view has been made out with great 
difficulty for the text here is very brief. This view differen- 
tiates Laksana on this score: Bharata has given only three 
Alankāras, Upama, Dipaka and Rūpaka. These three 
become infinite with manifold species. The means of their 


multiplication is the interaction of these three Alankāras 
with the 36 Laksanas. The text available is this— 


SAATETAAN ASAE: | p. 381. 
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This view is more elaborately found in a further context 
on the basis of which we may reconstruct this text thus— 


STEER ATARI TATE: | 


In discussing the difference between Alankara and 
Laksana, in the Alankāra section, Abhinava gives the same 
view more elaborately and as his own teacher's, i.e. Bhatta 
Tauta's. Upamà becomes Hžidīdaī by adding to it the 
Laksana called gagag ; it becomes AAIR if the Laksana 
afazia is added to it and so on. This view of Tauta is 
very clever and though it does not correctly define Laksana 
and its nature, yet indicates how it is an easy transition 
from Laksana to Alankāra. 


ST g— aasa aE aera | 
an (f£) gagamaTmat watt alma aaa ARAA- 
TSAR: | AANA vggasaiat Aaaa 
agg: | [s] fag AARAA | p. 404. 

ix. The ninth view is obscure since, here again, the 
text is meagre. 

Geta da fuseb Sana | p. 381. 


Abhinava later uses this view also and explains it 
as the beautification of S'abda by S'abda, of S'abda by 
Artha, of Artha by S'abda and of Artha by Artha. In effect 
this view also comes to be the same as the third view, 
Laksaņa being held to be such beauty of the body of poetry 
as is present even in the absence of any Alankara. 

x. The tenth and the last view, as Abhinava himself 
points out, does not differ from the second view very much. 
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Just as in the Mimarhsa S'āstra the different subject heads. 
are distinguished by the Laksanas, Ady, Sd, afas etc., 
so also in Kāvya, particular points in the story go by the 
name Bhūşaņa, Aksarasanghata and other Lakşaņas. This. 
view thus, except for the illustration from the Mimamsa, is 
not different from the second Paksa which holds Laksanas. 
to be gfdgugig dā ^s or ‘areg 's. 


VI 


Now as regards the authors of these ten views—We have 
no evidence to definitely affirm where these views are to 
be found or who held them. Abhinava does not give the 
name of the theorists here, as he gives in his discussion 
on Rasa-realisation. It is not likely that these ten are purely 
imaginary Paksas. In the course of the exposition of the second 
and the third view, Abhinava twice quotes Anustubh verses. 
with the words dgth daa. The third view takes its stand 
on Vyaparabheda. From what the Anustubhs look and the 
association of Vyapara with Bhatta Nayaka we may conjecture 
that some of these views are expounded in Bhatta Nayaka’s 
Hrdayadarpana. We also know of the Mīmārnsā predilections 
of Bhatta Nayaka. So it is likely that the tenth view also 
is contained in his work. We can also make out the 
author of the eighth view definitely as Abhinavagupta’s own 
teacher, Bhatta "Tauta, whose work, the Kavyakautuka, 
must have dealt with the RATER called SAT at some length. 


VII 


Taking this Dasapaksī—the 10 views given above,—the 
ideas more commonly associated with Laksaņa are these— 
1. KLaksaņa belongs to the body of Kavya. 
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2. It is a beautifying element. 

3. As such, its difference from Alankāra consists in this 
that it is more comprehensive, is not a separate entity like 
the ornament, Alankāra, but is Aprthaksiddha, i.e., is the 
Kāvyasarīra itself. 

4. By itself, it gives grace to the Kāvya while Alankāra 
is added to it for extra-beauty. 

This is one group of ideas, taking inspiration from 
the metaphor of Sāmudrika-laksaņa. Another line of 
thought is not to bring Laksana at all in relation to Kavya 
in general nor to take it, like Alankāra, as a beautifying 
factor, but to associate it only with drama and the several 
situations in the development of its plot. Abhinava and his 
teacher took Laksana in accordance with the first group of 
ideas, considering Laksana to be ‘Kavya-sobhakara-dharma,’ 
a beautifying element pertaining to the body of Kavya in 
general. The other line of thought represented by Paksas 
nos. 2 and 10, considering Laksaņa to be like Sandhyangakas, 
which Abhinava does not accept, is the view that has how- 
ever survived in some works. The works on dramaturgy 
alone (a few of them) treat of it and these take Laksanas 
to be features of drama like the Sandhyangakas. The curious 
and purely speculative views, the connection of which with 
Bharata’s own view we do not see at all, are views no. 4, which 
takes them to be characteristics which classify the Kavyas into 36 
kinds and no. 5 which takes Laksana to be the poet’s stfagrafaam. 
The main view which considers Laksana, like Alankāra, as 
a beautifying element, but pervading the whole of the body of 
the Kavya, died with Abhinavagupta. The concept of Alan- 
kara, with which, even at its birth Laksana has an over- 
lapping of functions, swallows it up. Even Raghavabhatta 
who takes Laksana to be separate from Sandhyangas, swearing 
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by Abhinavagupta’s great pains to explain them at length 
as different from Sandhyangas etc., takes them only as 
Nātakadharmas and not as Kavyadharmas in general. 
Bhoja, S'āradātanaya, S'ingabhūpāla and Visvanātha accept 
their difference from Sandhyangas, but mention them only 
in Nātaka and never as being related comprehensively to 
poetic expression itself. "The Candrāloka is the only Alan- 
kāra work which treats of Laksana as a feature like 
Alankāra, of 324124. The second line of thought which 
connects Laksanas with Sandhyangas was first uncon- 
scious of its suicidal suggestion. Das'arūpaka rejects them 
on the score that they have no individuality and can be 
included in Alankāras or Bhāvas. Visvanātha realises this 
and says that though the 36 Laksanas can be included in 
Sandhyangas etc. they must be shown to be separately 
existent in a drama for the reason that Bharata has treated 
of them separately. But many works on dramaturgy do not 
treat of the Laksana at all. The reason is plain. "The Dava- 
rūpaka shows us how the Laksanapaddhati perished. The 
Laksanas lacked individuality and most of them showed them- 
selves to be some Alankāras or Bhāvas or some Sandhyangakas.. 
But it may be observed that the authors on dramaturgy 
who have shown an extraordinary genius for classification 
and elaboration of Angas on a stupendous scale might have 
followed the logic of the inclusion of Laksana in other 
concepts and saved us their lists of minor Sandhyangakas, 
most of which can be shown to be not different at all 
from some Alankāra or Bhāva. The same criticism applies. 
also to the lovers of Alankāras who have made a list of 
more than a hundred of them. As for instance the Visādana 


and the Ullāsa, Alankāras in the Kuvalayānanda, are cases. 
of Bhāvas. 
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VIII 


Coming to Abhinavagupta’s own view of Laksana—the 
main thread of his view must be caught in the bewildering text 
on this concept in various places in this chapter. He points 
out even at the outset that these views cannot stand to 
be logical when we consider the 36 Laksanas themselves 
one by one in the light of these views; for, to a certain 
extent, the views have been purely speculative, spinning round 
the word Laksana having its counterpart in the Sāmudrika- 
laksaņa of the human body, without relating themselves. 
to the nature of the individual Laksanas. So Abhinavagupta 
makes a convenient suggestion that the 10 views cannot be 
exclusively and separately followed. 


way qa eraquar fat demi T ga | 
p. 381. 


One comprehensive and definite view must be made 
out of the cloud of these several Paksas. Abhinava adopts 
shades of each view and gives his own definite idea of 
Laksaņa, which itself takes conclusive shape only as he 
proceeds further and further. Here and there Abhinava can- 
not help pushing new wine into old bottles in his difficult 
task. One line of thought he has definitely rejected and 
that is, the association of Laksana with Nataka only and 
taking it as something like Sandhyangakas. He refutes this 
view in this chapter and elsewhere also while dealing with 
the Vithyangas. He says there— 


aay Ges) starred Ja sanz] 
sana: GRR) ke 
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s Saga ARA arasa RA | aa Sbugssesufa- 
faded: sfawer | Rava Ggafāfemdaritars;: | 
: É pp. 481-2. 


In this same context Abhinava thus indicates the differ- 
ence of Laksana and Alankāra on the one hand and the 
Angas on the other: 


saminda afeftad waite fats: | p.482. 


Having thus rejected the view that Laksanas are identical 
with Sandhyangakas, as also the fourth and fifth views, he 
combines the various ideas of the other line of thought and 
says that Laksana is Kāvyasarīra itself. It is said to be the 
Abhidhāvyāpāra itself as a whole. Commenting on the verse— 


aR fe sant atrīt d yard iar | 

GTG HAMA ISS: aAA AIG g LI 
in the text, Abhinavagupta says that the poetic expression 
itself as a whole, written in accordance with the Rasa, is 
called Laksana. Laksana is nothing but the Abhidhāvyāpāra 
of the poet's language intended to evoke Rasa. 

agi 3p wat: frases alsa: e- 
ara Wapeemegi Tat TET | agfrarsargntiu- 
WRIT Sarasa: aa RAAR afaqasd arfī 


SAO MAAS | At wa set Map Aa 


farsi: | p. 383. 


This Laksana or the beautiful language or the poet’s 
Abhidha itself is what distinguishes Kavya from other 
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utterances. And here, as is usual with him wherever he 
agrees, Abhinava quotes Bhatta Nayaka, who emphasises 
Abhidhā, or the poet’s Vyāpāra in choosing the beautiful 
mode of expression as the characteristic of Kavya, which is 
different from S'āstra or Purana. In S/astra, S'abda pre- 
dominates. It is enough in Purana if the story, the Artha, 
is somehow said. But in Kavya one looks to the delectable 
way in which things are put. Thus in Kavya, the Vyāpāra is 
important while word and idea are subordinate. 
azn fü (a wa ... afer prea- 
S | 
asaza ga Te Tahar: | 
BIT J gt eed: TATA: I 
(a TAA gt g Saee) 
vc op ES 
gun] Summer BETA | p. 383. 
Abhinava quotes Bhamaha also here to show that 
Kāvyasarīra is distinguished from other utterances by the 
peculiarity of its expression, by its alfa. Later also he 
"says— 
qedp, qum, wf, mif, PRAN gf fe vata 
epo ASPRA À 1 RAFT | p. 405. 
. > Na > 
qa Aaaah vd Gaga AAR AiR: 
fafadisfasremuW) saddest ATT MAASTA |... 
A, 
wd ffafreitammi Refuzüer wifadt faradu aa 


Tan SAIL GAITA | p. 382. 
2 
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Immediately after guoting the above given verses from 
Bhatta Nāyaka he says— 


argtaīf4—' dar ada antfeneraral fēraregā ga | 
AA TA STITT GA SAT | 
In another place he says— 


gai fared facta: sean qf: | 

p. 399. 

If Laksaņa should be thus taken as egual to poetic ex- 
pression, the natural conseguence is that Laksaņas are not 
36 only but as many as the poetic expressions. This Abhinava 
grants and says that Bharata only indicated a few, 36 of 
such possible Laksaņas. He adds that it is because of this 
that, according to another view, Bharata gives another set 
of Laksanas with definitions. Abhinava here refers to the 
Anustubh and Upajati recensions, takes both of them as 


given by Bharata, but says, that he follows the list handed 
down from his own teacher.’ 


AIRRA pO ararfā(arafijarma | piga- 
ata Aami (aR) oft (ah) aera | : 
e GUT FFARR HERR ANAIS p II 
ratā BROT SD AR BAY | aa va SES arp ewm | 
d a aam: oR (Bataan AMSAT: | 

p. 384. 


! But this is an after-thought which Abhi 
evidence for his view of infinity of Laksaņas. Tales a aina 
thought, for instead of, consistently with this, explainin d two 
sets with different ilustrations, he tries with great aiff Ity t 
show the identity of many of the Laksanas of SA 


"with those of the other, which he mainly follows. the Anustubh list 
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It also follows, if Laksana is Kāvyasarīra it has further 
adornment with Alankaras. So says Abhinava— 


ud aanas aad ef aaa Red 

daa sangh | dae) adnan ASERT AJT IFA: | 
p. 404. 

SIS ISAT AKA, TA SVAIGA: ANSTATT: | p. 404. 


Laksaņa is Kāvya itself while Alankāra is extraneous orna- 
ment, Prthaksiddha, Vastvantara. 


waa agarniegfrtad dist: | sup qe 
"Remp WH:, ASR: | mg AANSIT: @ easi 
Ña: | p. 382. 


Thus Abhinavagupta adopts the first view, the third 
view and the seventh view, in generally stating his conception 
of Laksana. In interpreting particular Laksanas and their 
definitions given by Bharata, Abhinava adopts the other 
views related to these views. Thus in explaining the first 
Laksana called Bhūsaņa or Vibhūsaņa he adopts the sixth 
view. Bharata defines Bhisana thus— 


ACAN 


epos FA: TART | 
ARa fradag mīti vae l 


Abhinava says here that Bhūsaņa is the proper use of Alan- 
kāras and Guņas in accordance with the Rasa, with an eye 
to tāla. In pointing out what this Rasa-aucitya is and 
how Alankāras should be introduced in accordance with 
it, he quotes Anandavardhana’s Kārikās in the Dhvanyāloka, 
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TI Uddyota, on Alankara-samiksa—faaatl aqta agaa 
qama etc. and refers to his own Locana thereon. 

Then Abhinava adopts the seventh view often in dealing 
with the definitions of particular Laksanas and in suitably 
illustrating them. The illustrative verses he cites for a Laksana 
happen to exhibit an Alankara also. Abhinava notes that fact 
and says that the beauty of the verse is due, not to the Alankara 
but only to the Laksana. He shows how there is no ‘Tatar’ 
by Alankaras. Commenting on his illustration for the second 
Laksana called AJWA, he says— 


sp AA ASPRA (ea) Wa gari SAN- 
HIG | p. 386. 


This non-alankāric beauty in this case is due to the 
Laksana, Aksara sanghāta, which Abhinava takes as Pada- 
aucitya, the suggestive appropriateness of Padas, Nāmapadas 
and Sambodhana padas. Having said this, Abhinava finds 
himself hard put to distinguish this Laksana of the Sabhi- 
prayatva of Padas from what Bharata has given as the Guna 
called Ojas; he then advances the explanation that behind 
Gunas like Ojas, there is a Kavi-vyāpāra responsible for the 
beauty meant by those Guņas and it is that Vyāpāra which is 
Laksana; and that instances of Laksanas cannot be had 
without being mixed up with Alankaras and Guņas. 


Tagi A SANT ARNAT wed zd | p. 386. 


The natural grace of a verse even in the absence of Alankāra 
as in the verses of Amaruka is due to Laksana. This is. 
the view he often adopts. He illustrates the third Laksana 
called IMI by the verse in the S'akuntala—' dedagaliet eg 
vases ag: ’ etc. and makes the comment that there 
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is no Alahkara in the verse but yet there is beauty in it 
and that it is due to the Laksana called S'obhā. 


aaa saan: BPateta RAAN (čAIAR:) 4: Jad- 
SATIN adan, TEE gi surda (2) | emissa 
aaa aa eft aaa | p. 387. 
That the very Abhidhāvyāpāra of the poet is Laksaņa is 
clinched by Abhinava in his exposition of the fourth Laksaņa 


called Abhimāna, by reading that Laksana in the end as 
Abhidhana. 


aaa: a. FAT erem R (Tara TATA 
faaan, tas amid... zfü AKAI 
way | p. 387. 


He adopts the eighth view, which is his own teacher's, 
in his exposition of the Laksana called Jugal and in other 
places. Explaining the Laksana called gorda in his illustra- 
tion which involves S/lesa Alankara, he says— 


aa uq ad (SIS SH... . Toad UD Sani 
smaak) RaRa) saris fe araa) 
faafa | aga (a) Ta WU | p. 388. 


Here he adopts the eighth view only slightly. He says 
that the Laksana called Gunakirtana helps Upama and 
Sllesa and that Laksanas beautify even Alankaras. He 
clearly adopts this eighth view that the further elaboration of 


"Regarding the verse defining this Laksaņa, Abhinava notes 
both the variants ' Dhāryamāņa ' and ‘Varyamana.’ : VI) 
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manifold Alankāras is the result of their interaction with the 
Laksanas, in a further passage under the ninth Laksana, 
Gunanuvada. 


AA JMJ: | : .— GU 
qa ARAT AAT USA gT | 


ag sande: 2 fh... aa (fe aa: 2) Sh qeu 
ast sagada ga ga faf fa aeaa: 3 fafa: 
SWHIHap, aa ay Agia: Aenal aaa: | 
qeg waa afta: | oetsfü ar dakaru: | ecd 
aAA Aq afé ada sang) am fe usaafasa faa 
HM: KAB — sepe ree: dm TU 3- 
a: | UM seas ai waved | aa areata | da 


TEETAR: € SATA aaa | p. 390-1. 


Whatever beauty in a Kavya is not due to either Guna 
or Alankāra is due to Laksana. If So, will it not be that 
all Kavya is Laksana ? Yes, says Abhinavagupta. 


TAi Baa war? x ener? fata IFAR: | 
p. 391. 


Thus in this passage Abhinava combines his teacher's view, 
i.e. the eighth with the seventh, reconciles both by making 
them as parts of a bigger and more comprehensive view 
of his. Abhinava opines that Laksana is sometimes natural 
grace and sometimes it adds beauty to Alankara also. Thus 
he considers it to be more important than Alankara. 
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Aa Ta qd Rea degt: aagana: gfā 

GU mg È sump, TAT serum) fa 1 qum 
Pagan (sana) aera Aad peAa: | 

p. 382-3. 


In the explanation of the sixth Laksana, Protsāhana, 
Abhinava again adopts his teacher’s view and points out 
how this Laksana adds Vaicitrya to Aupamya and Aprastuta- 
prasamsa. Under the tenth, Atisaya, he says that it is 
this Atisaya Laksana that makes the Atisayokti Alan- 
kāra. The ‘Kavivyapara’ view recurs under Ksamā, the 
twenty-eighth; as the very ‘Kavya sarira', the same view 
recurs under Anuvrtti, the thirty-first and Yukti, the thirty- 
third. 

Thus Laksanas are important because they are elaborately 
enumerated at first, they are the very Kavyagarira,’ or the 
Kavivyāpāra or Abhidhā of the poet, they are ele- 
ments of natural beauty even in the absence of Alankāras, 
they are the factors that multiply the three Alankāras 
into many, and they beautify sometimes even Alankaras. 
Through the first Laksana Abhinava forces the idea that 


1 It is this idea of Laksana as the Kavyas'arira itself that 
Abhinava holds at the end of his commentary on the previous 
chapter, while commenting on the text, paag «iur Wzfa- 
agama: ’, which introduces the topic of Laksaņa in the next 
chapter. Abhinava here works out a metaphor with a beautiful 
house, the metre being the ground, Laksana, the building of the 
house itself, Alankaras and Gunas, the paintings etc. 


gar Aen (2) «en wu fr, aux rem fantasy afa- 
ag: geqrfafu:, üt ferrea eer ferat feret emen, fa- 
aiian, -eaaa aa: 
AAA 1” p. 377. 


EN 
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Laksana is also a principle of Alfa and under the last, he 
speaks of Aucitya as the purpose of Laksana. qulfaenegnas 
TATA | p. 403. If Laksana should be so elastic or so 
comprehensive, we would have not 36 of them only, but 
an infinite number of them. Quite so replies Abhinava- 
gupta. The Laksanas are A¢éhN-Hqules and in their combi- 
nations with each Alankāra, they produce many varieties, 
In combining among themselves also they breed number- 
less varieties. Thus infinite are the varieties of beautiful 


expression in kavya. Abhinava says under the thirty-first, 
Anuvrtti : 


oo aaRS ft gagegatu athe aware | 
savi fe aan |....... 

dati aM gadaa ar dfusa(d) 
SUIT ARR) AINEA AAAs 
TA Tah Ragam samaa a Cpi- 
TRR) $a uad aaa, zat aangaf 
Afra ARITA | p. 401. 


In this passage Abhinava gives a new and clever idea. An 
Upamā is an Alankāra. It is expressed and has its S'arīra. 
That S'arīra itself has to be beautiful. The beauty of the very 
expression of Simile or other Alankāras is Laksana. In his 
Dhvanyāloka locana, Abhinava has pointed out that Alankāras 
have to be beautiful and that expressions like ‘Tita naa: ? do 
not become Alankāra because of the absence of a basic beauty 
which is necessary. This basic beauty he ascribes to Laksana 


in ‘the Abhinava Bhāratī in his exposition of the Upama 
Alankara. 
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Haar peA RaR emp ma sas cfi 
TASSR ZW asd | p.405. 


IX 


Dandin, as he was going, cast a remark on Laksana, 
For him the whole Kavyaprapafica is Alankāra-Brahman. 
Naturally he considered Laksana to be Alankara. When he 
considered even the Sandhyangas and the Angas of the 
four Vrttis, Kaisiki etc. as Alankāras, it is no wonder 
that he considered so this concept, Laksana, which has so 
much in common with Alankara. He says— 


S UREHWUTWeUITRIRIHTedY | 
aafia; ga AARAA T: |) II, 366. 


The Laksana referred to in this verse is Bharata’s Laksana. 
Tarunavacaspati says—C4014 , Rs agia | TAI 
ara | Alankāra in Dandin is a wide berth which can con- 
veniently accommodate these and many more. 

The Dasarūpaka mentions the Laksanas at the end and 
does not treat of them since it includes them in Alankaras and 
Bhavas. This attitude is very logical, since many of the 
Laksanas are either Alankaras or Bhavas. The text says— A 


qaga A amdana: | 
sex (ENAT A weary dg F I 
gkang aaia ANN R GetateeatEne: | 


The text of Bharata here is 9d fafaeprsaartg arda 
and ‘ Bandha” here meaning merely ‘ composition ' can hardly bear 
the interpretation Abhinava puts on it. 
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The Avaloka adds— 

Ai aaia ARa meitā 4 |' gēta- 
mah waa masam tam Ha dari A? Gene 
mah aaia: sargs enm gR 3 
Sequi T TAD | 


Bhoja, in his S'rngāraprakāsa (Vol. II, Chapter 12,p. 450, 
Mad. MS.), while dealing with the technigue of the drama, 
says first that the drama shall have 64 Laksaņas. 


sada AGUA g Fala TEFA | 


He comes to the topic, Laksaņa, on p. 524, first enumerates 
64 of them, then defines and illustrates each. Bhoja is 
given to elaboration and he takes up some of the Anustubh 
list of 36, some of the Upajāti list of 36, adds a few which 
are his own and thus makes a good number of 64. Certain 
numbers have a destiny and in Bhoja’s bulky writings, in 
his classifications, such numbers appear often. This chapter 
is called "garargadssftagēdi dealing with 4 sets of 64 
Angas of the Prabandhas. Thus it is out of an artistic sense 
of uniformity that Bhoja made Laksanas also 64. For Bhoja's 
list, see table at the end. - 

Bhoja is acquainted with both the lists of Bharata. His 
definitions are mostly reproductions from Bharata with slight 
variations. From the name of the chapter we are to take 
that Bhoja considers Laksana as a Usu like sg, 
with which it is clubbed together and described. He 
generally says that they are for beautifying the work- 
At the end of his treatment of the Laksanas he says of 
them— 
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waht area feof aage | 
TIT ISH: SIH TAA ZARATĒT N 


Bhoja takes Laksanas as features of dramas only. He tries 
to give us some distinction between the Laksanas and the 
Sandhyangas. After illustrating the first Laksana called 
Bhūsaņa, which is speech full of Alankāras and Gunas, 
he says— 


aa Smagi: Smaga RA A- 
wüddT ESAT | wd agaamticgfā MARR AANE RAT: | 
.... PRA RAN IOA? | weemgu g ERRAT A )- 
dega gil -— 


The text is incomplete and corrupt. Bhoja means to say that 
just as the first Laksana involves Gunas and Alankāras, so also: 
the others and it is this that differentiates Laksanas from Sandh- 
yangas which do not involve Guna or Alankara. This expla- 
nation is clever and shows us how many Laksanas look like 
Alankdra but is not wholly sanctioned by Bharata, who 
described Bhūsaņa alone as being ‘profuse with Gunas and 
Alankaras’ and never meant the extension of its nature to 
the other Laksanas also. No doubt, some Laksanas definitely 
mention and involve a few Alankaras. 

S'āradātanaya, in his Bhavaprakasa, deals with Laksanas. 
in Chapter 8. In the Natya S'astra we see the Laksana des- 
cribed as Bhūsaņa. "Straiki 4 niia’ efe al RA- 
fasona |? So some writers have called the Laksanas Bhü- 
sana also. There is propriety in this name from the point of 
vew of function, since all the writers say that Laksanas adorn 


the Kavya. S'aradatanaya calls them Bhūsaņas and gives. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


28 SOME CONCEPTS OF ALANKARA S'ĀSTRA 


them as one of the items in the technique of Nataka. He 
says— SIERA sorta 3”: ‘36 Laksanas also’. But while 
enumerating and defining he gives 54. At the end again he 
mentions their total number as 64 and calls the Laksana here 
amené (sgaftieami: aa MRA: p. 224. Gaek. 
edn. Thus, as in other places, the text of S'āradātanaya 
causes great confusion. S'áradatanaya's list contains Laksaņas 
from both the lists. A few of them are new. 26 are from 
the Upajāti list and 14 are from the Anustubh list. The 
remaining 14 in the total of 54, are new. They are— 


qm, Wel, afd, sēr, AA, adata, FA- 
aan, ofar:, jen, gĀEK:, enun, fs, XA: and SE: | 


Two of these, Cal and uftalg@q are found in Bhoja’s list. 
Naya may be Bharata’s Anunaya and Parivada may be 
Bharata’s Parivedana or Paridevana. S'aradatanaya's defini- 
tions of the Laksanas are most of them brief adaptations of 
Bharata’s definitions. 

Jayadeva’s Candrāloka is the only work on poetics which 
treats of Laksanas along with such topics as Guna and 
Alankāra. It is curious how Laksana found its way into 
this work of later times, not dealing with dramaturgy. Jaya- 
deva is aware of the topic of Laksana but is not sure of 
its nature or place in Kavya. Even among the Laksanas, he 
gives with definitions and illustrations, only a few. Mayūkha 
3 of the Candrāloka gives the following Laksanas :— 

aai, alla, ama: Wd sire, fren, AA- 
waa:, Rufe, gf: and ēildd—all of the Upajāti list. It is 
remarkable how Jayadeva missed the very first. Laksaņa 
called Bhūsaņa and the no. 36 also and gives only 10. 
Jayadeva’s definitions of these are concise and more definite 
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than those in Bharata and when we read these together 
with their illustrations, we cannot miss the fact that it is 
not very far from Laksana to Alankāra. In the last verse 
he briefly indicates the nature of Laksana and says that 
Laksanas like the above given ten, are many. 


garai IR paagi: | 
«airgarga(area)smadta HET: (i 


Just as Mahāpurusas like kings have the Laksanas, a gold- 
bright forehead etc., Kavyas have their Laksanas. Vaidya- 
nātha Pāyaguņda, in his commentary on the Candrāloka, 
says in an earlier context, that the Laksanas are Kavya 
Jūāpaka, an attempt at explanation which does not carry him 
or us far. : 

Again, if we go through the 5th Mayükha and its list 
of Alankāras, numbering hundred, we find there, besides 
ased, faz, dzī and other names, associated in Bharata 
with Laksanas, which must have very early passed into the 
fold of Mets, some of the above given ten themselves 
are counted as Alankāras. Thus we have fasatezafafa:, gfk:, 
frēltr:, gida; and agi. Among these, the illustration for 
fazaieaafafa alankāra in the Kuvalayananda is an adaptation 
of that given for the Laksana of the same name. The 
same illustration—' $rālaafdata wed ANRT Wal’ is given for 
both ferga and feram. : 

Singabhūpāla also calls the Laksana, Bhüsana. (R.A.S. 
chap. III, pp. 247—264. Triv. ed.) He considers them as 
beautifying elements of the plot of the drama. 


«MW. avari TET: PER |. 
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He completely follows the Anustubh list with this minor 
difference that he reads Ba as SG and gives the synonym at 
argo, for Bharata's fi aaa. S'ingabhūpāla takes Bharata’s 
own definitions and compresses them in half verses. In 
some cases, as for instance in the definition of TÑ, he is 
more definite than Bharata, by restricting a comprehensive 
idea to a particular case. His definitions of PERTE, RÀ- 
ga, uar, deuda, afecaa:, ARIA, JRT and pet 
are reproductions of Bharata’s verses. 

Visvanātha, in chapter six of his S'āhitya darpaņa, 
treats of Laksaņa. He gives the 36 of the Anuşțūbh list 
with this difference that he gives Sanksepa newly ‘in the 
place of Ksobha. Some of his definitions of these are succinct 
adaptations of Bharata’s, while some are reproductions of 
those of Bharata. He points out their existence in dramas 
with illustrations. He realises the logic of the attitude of the 
Dasarūpaka but is more loyal to Bharata, for the sake of 
whose words he takes that there should be 36 Laksaņas in 
dramas. He says in the end— 


vg alfa, gueanumaasasfurgatāsfi uem 
qaad: Baad AANS: | 


Besides these 36 Laksaņas, Visvanātha has another set of 
similar items which he calls Nātyālankāra. They are 33 in 
number. When we go through this list we find that most of 
them are the Laksanas themselves of the Upajati list. 
Thus we find here aāit:, ARR, ATS: SAL, TANT: IT- 
qR, NAR, AAAA: AJIA, TUS, AENA and af, 
12 fo the Upajati list of Laksanas. While dealing with 
Laksanas in that same name he used the Anustubh list with 
a small difference. He left out &T and had in its place da. 
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The Ksobha left out there has entered this list of 33 Natya- 
lankaras. The remaining 20 of this list are not available 
anywhere in the Natya Sfāstra. Among those Laksanas of 
the Upajati list which are not common to the Anustubh list 
also, there are yet Qogara:, freaeaqera:, ofata:, Krafta, 
«IA, agh: and qama, seven, which are not taken at all. 
The first writer who is now known to have introduced new 
Laksanas is Bhoja. In his list of 64 which contains all 
the 36 of the Anustubh list and a few of the Upajāti list, he 
introduced 12 new Laksaņas, tel, gara, BVT, Selfm:, 
wg, SW, ug: fence, RINN: Fee, ARITA. 
and Hafl:. Of these 12, eget and gaiz: are the only two 
found in S'aradatanaya's list of 54. It is quite likely the text 
is not complete and S'āradātanaya who numbers Laksanas in 
the end as 64, took more of the above 12 of Bhoja. Visva- 
natha follows S'āradātanaya and takes the following of 
S'aradatanaya's new Laksanas, Sqm:, sIAT:, TJET, qftata:, 
AR, fiat, Rg, faery, and H8d:, numbering 9. 
The remaining eleven in the 20 are new, found only in 
.Visvanütha. They are Td:, SOMA, MİM, AAMA:, 
Rag, spi, FAW, TEM, SEAN, sada and Iq- 
34A. It is likely that some of these are really S'arada- 
tanaya's, ten of whose 64 are now missing in the text.' Of 
these A644017 is said to be Afčiātaa by Visvanatha. If so, 
it is not different from Bhoja's WIS. Sca which is 
explained as 39@ld is the same ae Bhoja’s qara. shida 
is unnecessary reduplication for it is described just as the 
other Nātyālankāra called sme, which is a Laksaņa in 
Bharata’s Upajati list. There does not seem to be any 


1 Gaek. ed. pp. 223-226. 
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distinction between Jas and JAETA. gada is nothing 


but Bhoja's "afa. guéa- need not be a separate Natya- 
lankāra, since he has already given a Laksana called 
sgfāga . 

Why is it that Visvanatha made two separate topics as 
Laksanas and Nātyālankāra and how ? The materials for him 
are the 2 sets of Laksanas in Bharata and those in Bhoja and 
S'aradatanaya. Visvanatha took the Anustubh list to represent 
Laksanas and made out a 33 from the Laksanas of the 
Upajati list and of S'aradatanaya's list and called the latter 
Nātyālankāra. Visvanātha perhaps wanted to stick, to the 
number ‘36’ given in Bharata. S'aradatanaya says at the end 
of his treatment of Laksanas— 


AGED: mI ASHTAAT: | 


This use of the words ‘ Alankaras of Nataka’ gave a con- 
venient title under which, with a claim to be more neat and 
to have introduced a new item, Visvanātha could put all the 
other Laksanas. Jagaddhara who takes this name applies it 
to Laksanas themselves which will agree with what S'āradā- 
tanaya has actually said. Further Visvanatha seems to have 
thought that he could easily interpret the word Alankāra in 
the following verses of Bharata which he quotes here, as 
Natyalankara, whereas, it refers only to figures of speech. 


* Mātrgupta seems to be the first to speak of the Natyalankara. 

We see it mentioned in his definition of Nataka, as also the Laksana 
under the name Vibhusana, as quoted by Raghavabhatta in his 
commentary on the Sakuntala. x 
TAAA ARANAN: | 
aeniea: 1 

WIE ATH Coat ST AAR: N Kale's ed., pp. 5 and 6. 
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TAPAS AA | 


Agasi a afi: galu TEFA | 

Visvanatha realises also that Nātyālankāra is not much 
different from Laksana and that both again, to speak boldly, 
are unnecessary, since they turn out to be either Bhāvas, 
Alankaras or Sandhyangas. 


wi a SAAT SERIO WTHISHG reaS À ža 
saree: MERRITT | wg a GSaifuq aoeEaacae- , 
fasaretasft wee saaa: adore Aah: | 


Talking of the function of Natyalankara he says—‘ ąqīēī- 
Wea: 7 which vague description is further argument for 
what we have said just above. 

Taking Lakşaņa as a feature of drama only is a view 
narrower than the one attached to that word. Bhoja, S'āradā- 
tanaya, S'ingabhupala and Visvanātha have narrowed it 
further by mentioning them only in Nātaka, the first and 
best form of drama. Rāghavabhatta in his commentary on 
the S/akuntala criticises Dhanika for the inclusion of the 36 
Laksanas in Alankāras and Bhavas. He quotes the authority 
of the Abhinava bhāratī for proving the difference of Laksana 
from these and promises to indicate the Laksanas in the 
S'ākuntala in the course of his commentary. The list of 
36 Laksanas is quoted by him from Matrgupta. This long 
passage and discussion on Laksana is found only in the 
Nirnaya Sagar edition of Raghava Bhatta’s commentary and 
of the S'akuntala. The edition of Mr. Kale, without any 
discussion at all, points out the first Laksana called * Bhüsana * 

3 
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as being present in the portion up to the verse of Act I 
Mb ain qud? etc. Raghava Bhatta is not so enthusiastic 
over Laksana as he goes further, for he points out only 
nine of them in Act I, none in Act II, only two in Act III, 
none in Acts IV and V, only one in Act VI and only two 
in the last Act. These are the Laksanas he points out— 
wur, efugur, fuf, Kremi, da], Sew, emu, 
fiL, SER, IL Wehen, Eq: SEHE: and sagan, 
numbering fourteen, all belonging to the Anustubh list. The 
definitions he gives for some of these are from S'ingabhüpala. 

These Laksanas he points out just in those places which 
i S'ingabhüpala himself has given as illustrations. 

Jagaddhara in his tīkā on the Mālatīmādhava indicates 
four Laksanas in Act III and two in Act IV. He gives their 
definitions which resemble but are not exactly those in 
Bharata. These six are Jos, WSITXIIU:, ACATA, FEIR, 
AIGI and Sfufg:. These are from both the Anustubh and the 
Upajati lists. He calls them Nātyālankāra. 

Rucipati, in his commentary on the Anargharāghava, 
points out two Laksanas in Act IV, calling them by the name 
Nātyālankāra. These two are afuala and gall (p. 157 and 
p. 182, Nir. edn.). He also quotes definitions for these two 
under the name Bharata, but the definitions are not from 
Bharata. The second, S&lft is no Laksana in Bharata. Bhoja 
is the first to give it. Thus Rucipati follows some unknown 
writer who followed Bhoja but substituted the name Nātyālan- 
kara for Laksana. 

Rājānaka Ratnākara, in his insatiable love for S'lesa, 
introduces the Nātyasāstra very often in his Haravijaya. In 
the penultimate verse (57) of canto XXI he describes a 
Nataka, through [SII where he mentions Laksana. 
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IR afa Raa Rena 


iki smrfsanai Sa | 
gafa ERF || R. M. edn.. p 286. 


aka Alaka says ìn his commentary here— 


asia gafamazam, Sq: after, 0. 0. 0. 


waa gaga] aamit(:) sa) Waar) Rai 


auroras TNN TO efc ere Ni S 
agga . . gunaraistja: ata.” Kari azfīua 


refers to Laksanas as a featur 
th 


ara 
Alaka follows the Upajāti list. We cannot get 1 
his vague explanation of oe nature of Laksan: 


SEIMĀ 5 but we see that he followed Bharata and held 


them as features of Kavya and not of N&taka only. 


Bahu urüpamisra, commentator on 


writer later than S'aradatanaya, speaks of 
(a) Commenting on Dasarūpaka III, 32-33: 
vd ar a PUA SEHSSRENSI: | 
Dhanika says: ear: oat: | 


Dhanika takes Alankāra in the text as Upamā ete. But 
Bahurūpa takes Alankāra also as Natakalankara, Atisaya 
etc., and Laksana as the concept of the same name. 
zqurzAsezur. | aA ARTES: | TY 
ZETAZINI TATE E TRI SONATA | 
P, 35, MS. in the Madras Govt. Oriental MSS. Library, 


(b) At the end, the Dasarüpaka says sagga 
ete. Here Bahurūpa gives the Laksanas, Bhūsaņa etc. and 
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says that, similar to the Laksanas, there are also others 
called Nātyālankāras. 

Thus Bahurūpa has two sets, one called Nātakālankāra 
and the other Laksana. The MS. gives a list of Nātakā- 
lankāras and Laksanas and there are gaps in the MS. 


(ASH) SERMTE:—_Afaa:, Up, aay, MĀKA. 


meets SR, ATB], sewn, erf, .. . nf, Sg, 
faa, spufeuwr, fadum, . . . AÑ, erus, mao: 
area, fugia, ARITA 2... o. (TIT), AR- 


WES, AA, SE, gb, AARAM, NAET, TO- 
aida, sf, area, fixed, gam, sag, J- 
gam, IRER, Sum, PAA, AGRATE, MANA: afr: 
Sar, emp, gar, 129:, Aaaa gR (eam) . .. 

The text unfortunately stops with ‘Iti.’ Bahurūpa's position 
regarding Laksana is similar to that of Visvanātha and it is 
most likely that S'āradātanaya's fuller text is the basis for 
Bahurūpa whose two lists contain Laksanas of both the 


lists in Bharata and those found newly in Sāradātanaya. 


See also my article on Bahurüpamisra's Dasrarūpavyākhyā, 
J. O. R., VIII, pp. 333-4. 


There is evidence to show that the Sangitaraja of king 
Kumbhakarna dealt with the Laksanas. In his comments 


on sl. 12 of the last canto of the Gītagovinda, Kumbha says 
in his Rasikapriya : 


WT AM NASER: | gA asta — 
agai gai ga amia AIA: | 
qasa ag afii RATA |i 
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2 
1 


pi 
a. 
Al 
oy 


(M? 
(ij 


ay 
2 


Saletan Raa R REE: š 
ai: daar gN sitem Ta | ; 
qaad udi aresumIfdNSn aha: | 6 


ass 


SRS eR: urgdifātaiet | 6 
Hla: ge Ka (f) tas | -i 
aà qaar MIEKNI SH: ÀT du 

Each is defined in a half-verse. The definitions are note- 


S ana 


worthy, being original though untrue in some cases. Bhtsaga 
for instance is defined as an Alarnkara-dominated expression. 


- 


ATERRAR TAT, | 


Aksarasanghāta is defined as Vamana’s Arthaguna called Ojas. 
the Praudhi of the variety called ‘condensed expression '— 
aga "4 efra | 

The Sūhitya mīmāmsā (TSS. 114) says that some 
speak of Lakganas in a Kavya, similar to the Sāmudrika 
Laksanas in a man, but these are included in the other 


already accepted. concepts. The work here gives the Upajati 
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list and reproduces Bharata’s definitions of the first three 
Laksanas. (pp. 117-8.) 

Acyutaraya, a modern writer, considers Laksana as one of 
the six Guņas of Kavya in his Sahitya Sāra. Acyutaraya has 
a new conception of Guna, which is like the Alankara of Bhoja. 
Under it come Rasas, Vrttis, Ritis and Laksanas. 

wat var gamfa QASRNI: | S 10, Ch. I, p. 8. 

IATE KI dd Her aa a WENUUS | 
The Laksanas mentioned here include Bharata’s Laksana, 
for the commentary says: ‘‘saofa scade qg- 
AIOTIFIT—|'” p. 9. These are called Gunas because they are 
* Rasikahladaka ’. ; 

At the end of the chapter on Gunas (7th), the work says: 

msg dy THA fae da x | 

ada qur: wudT gm | 

WIS Ha: aaa: Agata w | 

dfaa adifra sam erf p S's. 207-8. 


Com. samd | fakmamagntās RIAAN- 
stud: | wd a aerated wadefa: uper Ufa ga, qu 
esaa aaa, Hosa M- 
Hd iaia, mi ARa ae Aan 
arava ASAT: | 
This is a strange conception of Laksana. Acyutaraya knows 
Laksanas only through the Candraloka. But while the Can- 


draloka gives ten, Acyuta chooses only two from them. These 
two Laksanas, Aksara samhati and S'obha, the three Pākas, 
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Gambhirya, Vistara and Riti which are three S'abdaguņas of 
Bhoja, S'lesa, Samatā, Sukumāratā, Mādhurya, Udāratā, 
Preyas, Samādhi, Sauksmya, Sammitatva and Ukti which 
are ten Arthagunas of Bhoja,—these are put together into a set 
of 18 items and meaninglessly labelled as the 18 Laksaņas. 
See Sāhityasāra, pp. 353-4, N.S. Edn. 


Now, coming to Bharata’s own idea of Laksana,—he says 
after treating of the metres— 


pgang Heat: RABAR: | 


In the end he says ‘gÑ gl ateafaysonfa’ and tēlā 
gasa’. Again he says: 


vĀRdfrariā: ari Bet g es: | 


From these we are sure that Bharata meant Laksaņa as 
Abhinava and Tauta took it, to be a feature of Kāvya in 
general and not of drama only as all the above mentioned 
writers on dramaturgy took it. Bharata meant it to be on a 
par with Alankāra and Guņa asa feature of Kavya in general.’ 
The second idea that we cannot miss in Bharata is that 
Laksanas, though different from Alankaras, are themselves also 
another species of beautifying factors. In this capacity they 
are called ‘ Vibhüsana '. 


CN : 


warts ar KIMA |” ^ sitserfsr a series 1 


1 h. while defining the Laksanas individually, Bharata 
d Wes the expression 'Nātakāsraya . See _the 
DR EY of Prapti alone in the Anustubh list, and of Akhyana, 


Prapti and Upapatti in the Upajati list. 
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Bharata does not illustrate the 36 Laksanas, as he does 
the Alankaras. Nor does he make any attempt to differentiate 
them from Alankāras. He gives only three Arthalankaras, 
Upama, Rūpaka and Dipaka. He indicates 5 sub-classes of 
Upama. Bhatta Tauta has taken that the manifoldness of 
Alankāra is achieved by combining Alankāras with the 
Laksanas. For instance, he says that the Upama called 
JAAM is got by combining the Alankāra Upamā with the 
Laksana called gogalg ; that erfassen is got by com- 
bining SqAT and the Laksana called afazid. Such ingenuity 
is all Tauta’s own. Bharata does not indicate this. He 
simply says that he has pointed out five kinds of Upama 
and that the intelligent must take other varieties from Kavya 
and Loka. 


SWWIAT gata Har TARGA: | 
AT 7 S40 T: d AM: FAAFT: |] 


Nor in his definition of Hžidīgaī does Bharata indicate 
anything like what Tauta has said. Bharata really does not 
propose to himself the task of distinguishing the concept of 
Laksana from Alankāra. From what we see in the chapter, 
i.e. the 17th, in his time, the concept of Laksana had much 
development, while that of Alankàra was in its infancy. The 
fecundity of the latter that produced in course of time a breed 
of more than a hundred Alankàras is not seen in Bharata. But 
many of these later Alankaras have their counterpart in Laksa- 
nas. The Lakanas had developed separately as adorning features, 
independently of Alankaras, and in themselves they constitute 
a double personality. When we critically examine the 36 


Laksanas, they fallinto two classes. One class of them looks 


like Alankara, being mere turns of expression. Asa matter of 
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fact, we have actually Laksanas with the names of some of the 
later Alankāras themselves. For example, 474: (aecxg:), 
egea, fas, fec, menu, AA, agigfa: and Ours. 
There is also Rū. It is another matter that the definitions. 
of these are not exactly the same as in later Alankàra works. 
Besides, the two Laksanas 84181014, and Q&A involve 
Aupamya and Sàdrsya. Aksarasanghāta and S'obhā involve: 
S'lesa. The definition of gea contains the mention of @G&. 
and 3ŅA as part of that Laksana. In their definitions, fast 
and afgqa4 involve Sandeha and Ullekha. The definition of 
gif makes it the aeufegieg. 


ES : 
zgana FizR STEHT | 
mÅ argfi angg TESTA, II 
The Laksana called fī contains azana." 
The Laksana called 93I is quite different from the 
Alankāra of that name. Lesalankara is thus defined by 
Bhoja— 
dimer ay pi AAN JURA A: | 
a Sup emer aa ag RA |i 


The Laksanas called Guņātipāta and Garhaņa (Kārya in 
the Upajāti list) correspond to this Vyājastuti. They are 
thus defined: 


N ad a QAN J 
purna AAAA ATRA: | 
gmn ag AgI AA | 


1 Protsāhana, Gunanuvada and Hetu of the Upajati recension: 
involve Aupamya. 
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ga dāldaa a gore aT AT | 
gmna SINIT wert A qux gd 


The Laksana called Ššī is said to be a clever speech 
suggesting through the mention of a similar thing—' desir4- 
fafasqa:’. The Laksana 92194 involves the Alankāra SH. 
"The Laksana called £E becomes fZ in Bhoja, S'aradatanaya 
and Visvanatha. As Bharata has described it, it is only qaa- 
FUSFIT. The Laksana called HISI is an element which has 
been associated with many HI@I varieties of Alankaras like 
HelwIH etc. The Candrāloka actually mentions Mālš as an 
element helping many Alankāras. 


AIST WD GSP nurus | V. 121. 


We can see the value of Bhatta Tauta's suggestion in 
such cases. The Laksana called WWW] has in its definition 
the word (47197431 ? and is actually the AÈ of later 
literature, i.e. AJIRA. 


AAA TAI Teer RIS | 
IA: seb Kau S eu: di 


afg looks like SqIMSFER and fimi aaa is nothing but 
JASSEN or qig. Thus, Laksanas of one class are clearly 
Alankāras or approximations to Alankāras or light shades of 
Alankaras to be mixed with many a major Alankāra. Abhinava 
realises this when he describes Laksaņas as gfrafa>161 
and Ye9$llgA 6x. This class of Laksaņas is really a supple- 
mentary list to the three Alankāras of Bharata. The seeds of 
many of the later Alankāras are available among these 
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Bhatta Tauta’s view may sug 


u 
> 


have other clear evidences on thi 


imilarly &d:, a Laksaņa in both the 
Dandin. Bhamaha refuses to accept 2 

it is devoid of Vakrokti (II. 86). Some pre-Bhāmaha writer 
must have made it an Alankāra. Bhāmaha points out that 


E 


only definite and remarkable turns of expression must be 
named Alankàra. But soon, since it was the palmy days of 
Alankaras when many things entered its fold, we find Dandin 
asserting that %@ is a great Alankara, S'UNUI. wisi: is an 
Alankāra, firmly established, in Daņdin. But poor Hetu had 
a chequered career'. The name Natyalankara might have 
also helped sorne of the Laksanas to become Alankaras. The 


evolution of Alankāras from three in Bharata to what we have 


in Bhamaha is an interesting study but the gap is all darkness. 
We feel that in that stage of the history of Alankara, the 


concept of Laksaņa and the merging of most of it in Alankara 


is a big chapter. 
But we must be clear as regards this point: in the first 
hich are mere turns of expressions there 


class of Laksanas w 
While some are plainly Alankāras, others 


are various grades. 


"Gee Udbhata, Kudraļa and Mammata; also the Alankāra 
Y is on Bhoja's S'mgára Prakas'a. 
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have an element of Alankāra in them, the expression asa 
whole being more than Alankāra. 

The other set of Laksanas shows a different character, 
They are not ‘Sfnafarseq’. SIRIA, AN, spe, yor, 
TRIA, gogl, alu: etc., belong to this class. The Upajāti 
list contains mostly Lakşaņas of this class, NEMEI , 
amaA, ME, MAA: «ar, AAT, saaha:, ag- 
AfA, dfčaaa etc. Most of these are Bhāvas or actions 
resulting from certain Bhāvas. These would give support to 
the view which takes the Laksanas as minor Sandhyangakas.. 
But this view cannot hold good regarding the other class of 
Alankara-like Laksanas. 

Bharata himself seems to be conscious of this double 
personality of his Laksanas when he says at the end of the 
section on Alankaras— 


TAIA: BA red g eu | 


Some Laksanas are sd. These are turns of express- 
ion, those of the first class, related closely to Alankara. Others. 
are falta.’ These are related to Bhāvas and form the 
second class. Thus the two main lines of thought in the 
qalqa] given in the Abhinava bhāratī hold good as regards. 
these two aspects of Laksanas. There will be much ‘ Klesa” 
if one tries to make all Laksaņas look like turns of expression 
and factors of natural grace, or to make all Laksanas. 
look like sg or gfūgueosvx. The Dasarūpaka realised 


these points and included part of them in Alankāras and 
part in Bhavas. 


* Abhinava has the reading ‘ DIEI E T , and takes it as empha- 


sising the principle of Rasa-aucitya in the use of these Laksaņas: 
adfa Waal gh ANT ATH etc. p. 408. 
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d= 
[471 


TABLE OF SEVERAL LISTS OF LAKSAŅAS 


New Laksapas of the Upajati 


Those of the list, indicating within brackets 


ustūbh stor Anustubhlist how Abhinavagupta (AG.) in- 
AUS EU found in the — cludes in these, those of the Anus- 
a. Upajāti list of — tubh list which are left out. Bh. = 
Bharata, contained in Bhoja’s list. Sā.= 
contained in Sāradātanaya's list. 
1. A 1. RAA 4. afata: (Bh.) (S'a). 

2. emma: 2. SRR (arem or aaa) 
3. Ù 3. sn 6. Stearn (fud amu) For 
4. STETA 7. SIETA its definition, see Gaek. 
5. tā; 11. 8g: text; the Kāi text enu- 
6. da: 24. dam: merates it, but in its 
7. sea: 22. a3: place defines RATTA 


of the Anustubh re- 
cension (Bh.) (S'ā.) 


8. siti: 29. arfū: 9. JJA: (Bh.) (Sā.) 
9. afama: (si- 13. firareaaara: (fan: and 
214:—Bhoja) fauna) 
10. faazian 16. a73: (Bh.) (Sa.) 
11. freu, 8. fu (geaqe:) 
12. fafa: 14. fata: 18. emere (Bh.) (gne, 
13. farum Sia.) (sfafa:) 
14 jūllfūtt 19. aat (Bh.) (Sā. 
15. afaaa: 10. akaa: (arf ) 
16. grad: 20. fata: (Bh.) 
E ^ : 15. «qwe: (®a:) 
d gd 2 Ts 23, Rali Bh.) [also called 
P a KĀ aed by AG.] (ater) 
19 ds 52. well: (Bh) (Šā) 
" ki (Baar) 
2 m fy MA aay (Mh) (Šā) Gap in 
|. afzag: 


22, 


Vs text here, (Garhana 


du; (vil: Ba) ia (netted here by AG.) 
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23. 
24. 
25. 


26. 
27. 


28. 
29. 
30. 
31. 
32. 


33. 


34. 
35. 


36. 


Tey, 
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spriafa: 


afafa: 


gsgr 
game 
Ba: 


21. or 
12. MEAE 
17. ganu: 


eal: ($a:— 
Singa.) 


ein: Or qm: 


TAA, 


5. me 


satiate: , 


N nm 


9 9 uso 


or fafa: 
fot aaa, 


21. Bau 


Total common 
with the Anu- 


stubh list —17 


28. 


30. 


SIUS 


32. 


33. 


34. 


39 


36. 


HT (Bh.) (S/a.) 
(fātana ) 

qaraqa (Bh.) (S'ā.) 
(franz) 

aataafa:, (Bh.) (S'ā.) [also 

called agafi: by AG.) 
(srgsar:) 

zaqqfa: (Bh.) (Sā.) 
(eaen) 

gfa: (Bh.) (Sa.) 
(afaara:) 

ara (Bh) (Sa) [also 


called agg, by others, 


says AG.] 
(sratafa:) 
aada: 
(Once more here sfüfa:) 


Rara 

(aia: and agefàfe:) 
In the 26th fimm, AG. 
includes #21: 


New Laksanas of Bhoja. 

S'a.=contained in S'aradatanaya's list. Vis.—Vis'vanātha. 
egal (Sā.) (Nātyālankāra in Vis.) 

uftarata, (Sa.) May be the correct form of the Paridevana 


in Bharata's Upajāti list. 


aqaa: (Saa:) (Nātyālankāra in Vis.) 
wef: Compare Kapata in Bharata’s Upajati list. 


«lā: 
Seam: 


after: (saaan, Natyalankara in Vis.) 


fasce. 
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9. aes: 
10. sem. 
| 11. sfera (sftareaaaru: Natyalankara in Vis.) 
12. aaf: (sata Nātyālankāra in Vis.) 
New Laksaņas of Sāradātanaya. 
Na. Vis.—=Nātyālankāra in Visvanatha. 


1. aq; (may be Anunaya of Bharata). 
2. afgan. 
3. Bear: 
4. ifa: (Na. Vis.) 
5.. smi (may be Bharata's fag ) (Na. Vis.) 
6. Raama (Na. Vis.) 
7. Ram: 
8. araa; (Na. Vis.) 
9. zf: 
10. ža: 


11. mes: (Na. Vis!) 

New Nātyālankāras of Vis'vanātha, names which are not 
Laksanas in Bharata's Upajati or Anustubh lists, or in those of 
Bhoja and Slāradātanaya. 
mā: 

ARIAT 
faai: 
saa: 
IÄT.. 
STET, . 
Beata, 

Note. In Laksaņas, Vis'vanātha has a new one called 8g 

instead of Am: of the Anustubh list. This 411: is made a Natya- 


lankāra. Certain Laksanas of the Anustubh list themselves are 
an c ain Largan pu 
made Natyalankara with a slight change in name, e.g. IIRESATH, 


and 37a ASF: 


NDARWN re 
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POETRY is not mere thought. ‘ While great poetry must 
necessarily embody it, very genuine poetry, at times, may do 
no more than give to the merest airy nothings a local habita- 
tion and a name.’ ‘Poetry does not reveal truth in logic but 
in light.’’ Mere thoughts and emotions are proper subjects 
for the science of psychology etc. Facts, by themselves, are 
unattractive ; sometimes reality appals us; but poets teach us 
as they charm : 


aay giesa: wad PAART | 
ed mund ta arent RATA 11 
—Nilakanthadiksita, Sabharafijanasataka. 


Darsana has to wait for Varnana. It is wrong to regard 


poetry as merely truth or noble emotion. Who can deny the 
validity of the statement— 


WI adaa: gA waa a: 2 


* Quotations of this nature occurring in this chapter are chiefly 
from five works : Raymond, Poetry as a Representative Art’, 
Lamborn, The Essentials of Criticism’, Bain, ‘Rhetoric and 
Composition, and Tagore Creative Unity’ and ‘ Personality '. 

2 S E c 

dar R qam A ASARTA: 1 
iv 
ARA fiat See maa a aia ll—Bhatta Tauta. 
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Yet, is it poetry ? Are there not hunger and suffering in the 
poor Brahmanas’ plea to the king— 


aed af uses gadgaafaga ? 


Yet, the king refused to help them and the story goes on to 
say that the king gave them presents only on hearing the other 
half filled, the story says, by Kālidāsa, with the extravagant 
plumes of figurative language. 


arfēd a magaan afa |) 


True, as Leigh Hunt says, ' there are simplest truths often so 
beautiful and impressive that one of the greatest proofs of the 
poet’s genius consists in leaving them to stand alone, illustra- 
ted by nothing but the light of their own ‘tears or smiles, their 
own wonder, might or playfulness’. But, as he himself points 
out elsewhere, ‘in poetry, feeling and imagination are neces- 
sary to the perception and Presentation even of matters of 
fact’. The so-called figure of natural description, the Sva- 
bhavokti, is a plain statement only in a comparative degree. 
Plain fact or feeling is always embellished in some manner 
and given some catching power. Who can refuse to recognise 
the difference between a proposition like “Talsearen: ^ and 
this Svabhavokti of Kalidasa : 
faha Fa HPE MANIARA ? 
—Kumārasambhava, III. 
Even the natural description of a poet bas its strikingness ; 
Bāņa says that Jāti must be Agrāmya, aaisa SIÍSHTESIT 
(Harsacarita). Bald statements are thus excluded. Bhamaha also 
excludes ordinariness in expression in his description of poetry : 


AMAIA 4 ASH ASAT | K. A. I. 19. 
AERIAL SUA AARTE |o „35. 


4 
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So poetry requires not only fact and feeling but a beautiful form 
also; it has not only to be useful, but primarily attractive, 
That all poetic expression involves some kind of expressional 
deviation of beauty,’ some out-of-the-way-ness, is well brought 
out by the following verse of Nilakantha diksita : 


AAA Jegra: Alaa drYiraggfēama: | 
ata Aaaa AÀ: datgard saat sure N 
—S'ivalilarnava, I. 13. 


This expressional deviation, this striking disposition of words 
and ideas, is Alankāra; this constitutes the beautiful poetic 
form. It will be easier to dissociate love from its pkysical 
aspect than to keep the concept of poetry aloof from its form. 

If we try to arrive at a clear definition of poetry with an 
objective differentia, certainly the definition will revolve round 
the concept of Alankāra, the word Alankāra being taken here 
in the widest sense of that term in which Bhamaha, Dandin 
and Vamana understood it. Alamkara is the beautiful in 
poetry, the beautiful form,—8leadinegn: (Vamana). Examin- 
ing the field of poetic expression, Bhamaha found Alankara 
omnipresent in it. When we reach the stage of Appayya 
diksita, who has given as many as one hundred and twenty-five 
Alankaras, we see that the whole range of poetry is almost 
"Vyāpta” with Alankāra in general, is * Avinābhūta” with 
Alankāra. And to this numberlessness of Alankāra, Ānanda 
refers to: 


amegi garaam: aaa g ahaa, Aog- 
omdraai (The Locana adds here, Amara) | Dhva. A., 


L [1 
d Ct. Bain: A figure of speech is a deviation from the plain 
and ordinary mode of speaking, for the sake of greater effect : it is 
an unusual form of speech’. Rhetoric and Composition, I. 
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p.88. Mahimabhatta says: asgiu q afara Soe, dui 
agade | V. V. I, p.3, T.S.S. ‘agaaa 
IRAM |? bid., IL, p. 87. “aed f& āfasagtgaki 
IARRAS: |? 6 ATRCAASFIT: |? Commentary on the V.V., ` 
P. 4 T.S.S.: ‘aa a mAAR |? Ibid, p. 44. 
Namisādhu also says ‘qaq gardi gaam Aga Kara d- 
SET: | ? Vyà. on Rudrata, p. 149. Ananda has this further 
remark—' aq, (ta) SARA MAAN Ta KRASSE: | 
p. 87. If Alankāra is understood in this large sense as 
emphasising the need for a beautiful form in poetry, it is 
not very improper for the subject of poetics to be called 
Alankarasastra.' 

Thus, Alankāra, properly understood and properly em- 
ployed, can hardly be a subject for wholesale condemnation. 
This is said not only in view of the large sense in which 
we have tried to explain it above. Taking the figures as such, 
the best definition we can give of them is that, in a great 
poet, they form the inevitable incarnations in which ideas 
embody themselves. Says Ananda: 


aes fe Reagira waster: 
qaaa: FA: egia iva | x x x mh SD 
adp wal amaA AA, ARTERA ed: RIAT- 
fad artafātat Ta KIPASSERT: |—Dhva. A., p. 87. 


Such figures can hardly be considered ‘ Bahiranga’, in 
‘Kavya, and comparable only to the ‘Kataka’ and ‘ Keyüra ', 
the removable ornament. Therefore Ananda continues : 


«qena ast afged Tafa |’ p. 87. They should properly 


1 On the names of the Alankārasāstra, see below. 
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be compared to the Alaikaras of damsels which Bharata 
speaks of under Sāmānyābhinaya, Bhava, Hava etc. and not 
to the Kataka and Keyüra. (N.S'., XXII, K.M. edn.)' 

Ananda says in Udyota II that, though Alankāras are 
only the S'arīra, the outer body, they can be made the S'aririn, 
the soul, sometimes, i.e. when Alankāras are not expressed 
but suggested; when simile, contrast etc. are richly imbedded 
in an utterance and in the clash of words in an expression, 
Alankaras shoot out. 


admu SI aAa ARATA | 
ségi: Wi gai afa tagai TAT: N? 
—TI, 29, p. 117. 


Here Abhinava says: As a matter of fact, Alankāras are 
external ornaments on the body but can sometimes be like the 
Kunkuma smeared for beauty on the body, when they are 
organic and structural, when they are Tara, agate 
and fg. Far, far away is the hope to make this Alankara 
the very soul. But even this is possible in a way, says 
Ananda: just as in the mere play of children, there is some 
temporary greatness for the child which plays the role of 
the king, so also, when this Alankāra is suggested, it attains: 
great beauty and partakes of the nature of the soul. 


tag wafi—aata: fane uu ef fee 
Asafa, anit arate sedan, GERRA ša | 


! There is the ' Alankara' in Music also, with which profitable 
comparison can be made here but for the obscurity of the concept 
in early music literature and the changes in meaning the concept 
underwent in its later history. (N.S., K.M. edn., XXIX, 22-31.) 

*On the greater beauty of the implied or suggested figure 


as compared to the expressed figure, see further Ananda, III, 37, 
p. 207 and Mahima, V.V., p. 73. 
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AMATI BT AAA | GT Ādi saa, aaa 
TRAE: SAE ARA | reader a- 
Riera aR saai |—Locana, pp. 117-118. 


It must be noted here that Abhinava compares the Suslista 
Alankāra to Kurnkumālankaraņa, and raises it above the level 
of the altogether external jewel worn, the Kataka. Bhoja 
realised the insufficiency of the comparison with Kataka. 
Alankāra as ornament of a woman also was understood by 
Bhoja ina large sense. Bhoja classified Alankaras into those 
of S'abda, Bāhya, those of Artha, Abhyantara and those of 
both S'abda and Artha, Bāhyābhyantara. The first, the most 
external, the verbal figure of S'abdālankāra, Bhoja compared 
to dressing, garlanding and wearing Kataka etc. ‘The third, 
he compared to bath, treating the hair to fragrant smoke, 
smearing the body with Kumkuma, Candana etc. Beginning 
from outside, these are more intimate with the body. The 
second, the purely Abhyantara Alankaras, the Arthālan- 
karas, Bhoja compared to cleaning the teeth, manicuring, 
dressing the hair itself etc. These last are most in- 
timate; nothing not forming part at all of the body is 
here superimposed.’ 


BASEN FAA,—ANA:, AART, TATA | d" 
Ja: — aAA- AANA: | START: — Reda -ASe- 
ASPRA: |  SIETSHSTS—— SEISQN-([AS d IA:) ete. — 


S'rhgaraprakasa. 


!Cf. Abhinava: ‘ATS renda AR ÄTT 
mega Waray umma meee AEA- 
qmd . . . t’—Locana, p. 117. 
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Albeit the importance of form, one should not misunder- 
stand rhetoric as poetry. It is possible to sacrifice poetry at 
the altar of figure. There is such a thing as Aucitya, ap- 
propriateness, harmony and proportion, which is the ultimate 
beauty in poetry. The final ground of reference for this 
Aucitya, the thing with reference to which we shall speak of 
other things as being appropriate, is the soul of poetry, Rasa. 
The body becomes a carcass when there is no soul there, 
when life is absent from it. Of what use are ornaments on a 
carcass ? Nilakantha diksita says: 

TAA Aaa RA: TIA sea | 
famam raaa Ama aga «wd 
—S/ivalilarnava, I, 36. 


Ksemendra, the systematiser of Aucitya, says : ‘ Enough with 
Alankāras; of what use are the Gunas if there is no life there ? 
Ornaments are ornaments; excellences are excellences ; but 
Aucitya is the life of the Rasa-ensouled Kavya’: 
HAAR: fa Peary: | 
gu sitaaa fae a ead I 
AGEIA: TT Ta WAT | 
atta wise fen area silfāda d 
—Au. v. c., 4 and 5. 
See also the Vrtti on these; also my Ph. D. thesis, chaper on 
History of Gunas, vol. I, Pt. 2, pp. 334-5. 
Here Ksemendra has only amplified Abhinava and Ananda 
who say: 
qur fe waa watt qoserataft « curfu, AS- 
Saar | ARN Fees aad vale asa 
Ha AAT |—Locana, p. 75. 
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SAMA ARAL WAKA ARITA | 
RaRa METRI (I —Dhva. A., p. 145. 


What is this Aucitya? It is the clear statement of the 
proper place and function of Alankāra, as of other elements. 


sfai mguaai: wes fie uer da | 

Rae AA RNR: | 

adata: sPawaariastd WD vata | AA J 
adaa qud) o. . . . ARE 


qo Wear iranek quU ET aT 
s sauf m aradi 
Aaaa ar ef saga AAA gu ||’ —Au. v. c. 


Thus Alankāras have their meaning only if they keep to their 


places: 
GAR san anes AAA: | 
FIFA! Uf quA | —Dhva. A., II, 18. 


Just as a pearl-garland can beautify only a full bosom, and 
otherwise cannot be a beautifying factor, only an Alankara 


1 Vide below chapter on Aucitya. 
Afara garai UREA: | 
Asad gosta: atfraafatsa: U 


— Quoted by Municandracarya in his Vrtti on the Dharma 
oe ae Agamodaya Series Edn., p. 11a. 
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appropriate to Artha and through it, to Rasa, can be of any 
beauty. 


adifia GRRE Wd | 

danaa aR RAATI || —Au. v. c. Ksemendra. 
Cf. Bhoja, S.K.Ā. I. 160: 

dalas aag waa: 

dari saafa garafād nate: | etc. 


Ksemendra proceeds to show how some poets have 
observed this rule of Aucitya of Alankāra and how some have 
not. He points out the conceptual flaws in the latter, going 
against the main subject and sentiment. The Pratyudaha- 
ranas are cases of abuses in so far as the authors of those 
verses have written those figures with an effort, merely 
because they desired to add figures. When the great poet is 
concentrating on Rasa, when he is a ‘taanifeaaat:’, the 
sense of harmony and appropriateness attends on him, innate 
in him like instinct; there is hardly any room for impropriety. 
But when concentration is.on figure, error creeps in. We 
shall consider two examples: The broken minister of the 
Nandas, stealing into the enemy's city over which he had 
once ruled like a king, looking like a serpent stilled by in- 
cantation (afia aralsfgāla:) and consumed by his own 
inner fire, sees a dilapidated garden and describes it: 


faded did goda ARRETA 
ax UH adaa Aa ERI | 
Reel gum ARARA T: 
queer fra meas: u 


—Mudrārāksasa, VI, 11. 
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The plight of the garden resembles his own pitiable state and 
with great appropriateness in the conceiving of the similes, 
Visākhadatta has drawn a mere description nearer to the 
context, harnessed it for Rasa and heightened the effect of 
the situation. On the contrary, wē shall now cite a verse 
from the Bhoja Campi where the poet has created a figure 
not only not in harmony with the main idea and the context 
but also so inappropriate as to make, as Ksemendra says, the 
hearts of the Sahrdayas shrink. 


ari feraaga marre sagas garfēkīdtā | 


There is Hetu-Utpreksā here: the poet imagines that Brahma 
presented himself before the Adikavi, as if jealous of the 
appearance of (his spouse) Vani (speech or poesy) in another 
person. As a matter of fact, it is to bless and give Valmiki 
his favour to sing the whole Ramayana that the god descended. 

One can make Alankāra render the help its name means 
if he introduces it in such a manner as it will be conducive 
to the realisation of the chief object, namely Bhava and Rasa; 
that is, Alankāra must be Rasabhāvapara. That which is 
adorned by an Alankāra is the Rasa. Even as the ordinary 
ornament, the jewels, putting them on or laying them down, 
suggest to us the mental state of the person, so also does 
figure suggest the Bhava. 


camada ARATA | 
adadi ualere ||—Dhva. A., II, 6. 


1 A similar instance of appropriateness of figurative description 
is Bāņa's description of the red evening and the approach of the 
night in which the king goes to help Bhairavacarya's Sadhana 
in the S'mas'ana. 
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squarp Fafa artaisdisdfkad, Wurf dex NERU, 
qq ahaaa na ARA | aaa tararēta SRTA: | 
wearer f& adresi: aia aafaa RARA- 
fagana MES fat | '— Locana, 74-75. 


Thus whatever, remaining in a functionary place, aids to 
embellish and add to the main theme's beauty is Alankara. 
Rasa also can thus be employed as a decorative, as an 
Alankāra, to adorn a Vastu (idea) or Rasa.' 

Raymond expresses a similar opinion on Alankara : 
‘The one truth underlying all the rules laid down for the 
employment of figures is that nothing is gained by any use of 
those which does not add to the effect of the thought to which 
they give expression. Language is to express our thoughts. 
to others and in ordinary conversation, we use both plain 
and figurative language but when a man wants to give another 
the description of a scene he has seen, he does not catalogue 
one and all of the details of that sight, but brings only his. 
own idea of the landscape by adding to such of the details 
as have struck him many more ideas and emotions that 
have been aroused in him.’ Thus he transports his mental 
image to the hearer and if the representation is comparatively 
plain, we have Svabhavokti. ‘On the other hand, if he 
realises that it is hard for the hearer to understand him fully, 
he gains his end by repeating the statement, or by adding 
illustrative images to the mere enumeration of facts.’ [Com- 
pare Rudrata, VIII, 1. 


AFA Wurf gai ag eese | 
ARAA arī ATARI RTA |1] 
1 Rasavad alankara. Locana, pp. 72, 73, 74. 


? Poetry as a Representative Art. 
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“Thus the poet puts extra force into his language and in 
order to do so, inasmuch as the force of language consists 
In its representative character, he will augment the representa- 
tion by multiplying his comparisons: his language becomes. 
figurative. ’ 

From the verse of Rudrata quoted above, we see that 
a complex situation or an anxiety for clearer or more effective 
expression necessitates figures. Similarly a thought that is too 
simple, too ordinary or too small to impress or get admiration 
by itself, needs figurative embellishment. We shall consider 
this view of Anandavardhana with his rules for the employ- 
ment of these figures in such secondary and ordinary moods 
and thoughts. Even as he grants high flights in supreme 
moments, he grants even the bare S'abdacitra ample provision 
in Rasābhāsa. Heroic deeds, unselfish love, sacrifice—things 
great in themselves appeal to us even when directly expressed 
with minimum figure. But ordinary things must have purple 
patches. 

All these facts about decoration by figure in poetry are 
realised by Ananda who has formulated rules for the proper 
employment of Alankāra. Western writers also have laid 
similar conditions regarding ornament: Pater says: * And. 
above all, there will be no uncharacteristic or tarnished or 
vulgar decoration, permissible ornament being for the most 
part structural or necessary '.' He continues: ‘The artist, 
says Schiller, may be known by rather what he omits and in 
literature too, the true artist may be best recognised by his. 
tact of omission. For, to the grave reader, words too are 
grave ; and the ornamental word, the figure, the accessory 
form or colour or reference is rarely content to die to thought 
precisely at the right moment, but will inevitably be stirring a. 


! Style by W. Pater. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


60 SOME CONCEPTS OF ALANKĀRA S'ASTRA 


long ' brain-wave” behind'it of perhaps quite alien associa- 
tions’. ‘As the very word ornament indicates what is in itself 
non-essential, so the “one beauty " of all literary style is of its 
very essence and independent of all removable decoration ; 
that it may exist in its fullest lustre in a composition utterly 
unadorned, with hardly a single suggestion of visibly beautiful 
things.’ ‘The ornaments are “ diversions "—a narcotic spell 
on the pedestrian intelligence. We cannot attend to that 
figure—that flower there—just then—surplusage! For, in 
truth, all art consists in the removal of surplusage.’ 

Such strictures had to be passed by Ananda also; for 
when he was thinking out the essence of poetry, Sanskrit 
poetry had deteriorated into an artificial stage. A blind 
tribe—Gaddarikas—was following a beaten path and was 
hardly proof to errors of taste. Not poetry, but the imitation 
thereof, was being assiduously produced. (a deged Sie, 
agn Wl. Dhva. A, p. 220) To guide such poets, 
not gifted with S'akti enough to possess an innate sense of 
Aucitya, Ananda lays down his rules for the employment of 
Alankāra. As has already been pointed out, Alankāra is 
subordinate to Rasa; it has to aid the realisation of Rasa. 
It shall suit the Bhava and be such as comes off to the poet 
along with the tide of the Rasa. It shall not monopolise the 
poet’s energy nor shall it be so prominent or continued as to 
monopolise the reader’s mind. Says Ananda: 


TRIM FI weg: TIAA AAA | 
ATA: ASEH “Aa Aa: |1” 
—Dhva. A., II, 17. 


"As if translating Ananda, Tolstoy calls bad Art ' Imitations 
of Art’. What is Art?’ Ch. XI. 


* Bhoja also speaks of this Rasaksipta and Aprthagyatnanir- 
vartya Alankāra in his S.K.Ā. (Ch. V) and S'r. Pra. (Ch. XI). 
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(i) Alankāra shall be intended to suggest Rasa. 
(ti) It shall be born along with the poet’s delineation of 
Rasa. 
(iii) It shall be naturally and easily introduceable. 
(iv) The poet shall not stop to take a fresh and extra effort 
to effect it. 


Such a figure is allowed as proper in Dhvani. This is the 
‘permissible’ ‘structural’ figure that Pater speaks of. Such 
Alankāra is born almost of itself. Such is the poet’s genius 
that when the figure is actually found there, it is a wonder. 
(fasgarardēkgt:—Ānanda, p. 86. samga Bata duel 
faeqieatataralfet:—Abhinava, p. 86, Locana.) This Alan- 
kara properly functions to heighten Rasa. For instance, in 
the verse: ‘HUIS gaidi graefta ga etc. the S'atha 
Nayaka who entreats the Khandita Nayika describes her Anger 
as another lover who is dearer to her than himself, though he 
may even fall at her feet. In the last line here, there are 
Slesa, Rüpaka and Vyatireka Alankaras, which, far from 
hindering the realisation of the Rasa of Īrsyāvipralambha, 
intensify it. 

Though a perusal of an Alankāra text-book gives the 
impression that the Alankāras are artificial, elaborate and 
intellectual exercises reguiring great effort in turning them 
out precisely,—things that must rather be avoided than handled 
with all their 'chidras', they are not really so difficult of 
effecting for a masterpoet. With him, as emotion increases, 
expression swells and figures foam forth. 


See my Ph.D. Thesis “ Bhoja's Sirigdra Prakasa”, Vol. I, Pt. 2, 
chapter on Alankara. Such Alankaras, Bhoja says, cannot be even 
spoken of as having been introduced or added. 

1 See Dhva. A., p. 86. 
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seruo fe frecameserati aR NE: 
TĒMU: Kā: seqfaaar weirs | gar PaAI KAN- 

qid |” 
—Dhva. A., pp. 86-87. 


We have many instances in the Ramayana where we clearly 
see this connection between emotion and figure, though 
not as a rule. There is at least a strong tendency to wax 
figurative in forceful situations. The description of lamenting 
Ayodhya on Bharata’s return from the forest and Sita’s condem- 
nation of Ravana on seeing him out of his guise are two 
of the striking examples. There is, further, a tendency in the 
Ramayana to employ figures profusely in descriptions. The 
opening canto of the Sundarakanda contains a figure in almost 
every verse, surcharged as the canto is with Adbhutarasa. To 
quote only one instance, we shall pick out this description 
of the broken Visvāmitra from the Balakanda : 


cel fase, dd A TAA: | 
adean AE: faarf SIT. UI 
aga ga fran: uadu galam: | 

IA salika: dat firmad Ta: odd 


1 Cf. ‘The more emotions grow upon a man, the more his 
speech; if he makes any effort to express his emotion, abounds 
in figures—exclamation, interrogation, anacoluthon, apostrophe, 
hyperbole (yes, certainly hyperbole !) simile, metaphor. His 
language is what we sometimes euphemistically describe as 

picturesque'. Feelings swamp ideas and language is used to ex- 
press not the reality of things but the state of one's emotions." 
J. S. Brown, World of Imagery’. Quoted by K. A. Subrahmanya 
Ayyar in his ' Imagery of the Ramayana’, J.O.R., Madras, Vol. III, 
pt. 4. 
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edgaaet dq: SA ša RS: | 

gaggi adhere: fd aaa ||—Rā. Ba., 55. 8—10. 
But there are also places in the epic of high strung emotion 
where figures are not employed at all and the sublimity or 
pathos of the situation (e.g. Rama weeping on the loss 
Of Sita in the closing cantos of the Āraņyakāņda) is left to 
itself to appeal to us with its own grandeur and beauty. 

In Kālidāsa, we have many instances of figures rushing 
to the poet’s pen in moments of overflowing Rasa. Every line 
is a figure in Purūravas's description of Urvasi who has 
captivated his heart, as he sees her slowly recovering from 
stupor: 

aad ahaa er gue Ufa: 
EN A 
AIR ga fesepPIESHI | 
Agara RA FAI THAT 
TST Qag Jada HIS ||—V.U., I. 
And in the Mudrārāksasa, we have a similar situation with 


abundant figures. In the glee of his success, Canakya exclaims 
as he hears that Raksasa has come: 


kitatrasouaftet ag: werd fü 
Gia: $a adoi wena | 
ķardaugrralfigaz: ftieisfia: TA 


afin: ka g epe] «nat udluisota: uU 
"MR (VI! 


But to write such figures, the poet must be lost in Rasa and 
must have infinite Pratibha. Those who do not naturally get 


! Kumbhakonam Edn. 
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these figures in such an appropriate manner can employ figures 
effectively if they do so with discrimination, Samiksa. 


arana aie entem ARATE: | 
ernie We ANAT ll 
—Dhva. Ā., p. 88, II, 18. 
What is this Samīksā ? 


Paar demde afar Fara | 
FIS a vena mAAR AET N 
fajai RA gad TAART | 
KIKRIEARINAIK GA TA ll 
—Dhva. Ay p. 88, II, 19-20. 


(i) Alankāras must be ancillary, Angabhīta. 

(ii) They must never become main, Pradhana or Angin. 

(iii) The main theme shall always be kept in view and 
the figure in conseguence must be taken and thrown away in 
accordance with the reguirements of the main idea. 

(iv) They must not be too much elaborated or overworked. 

(v) Even if they are worked out, a good poet must take 
care to give them, on the whole, the position of Anga only. 
(i) In the verse from the S/akuntala! * "emi afe aaa agal 
AJAA, etc”, the description of the natural acts of the bee, 
aaaf is introduced as Anga to intensify the chief Rasa 
of Sagara. (ii) There are instances in which we see poets 
drifting along in the world of imagery itself without returning 
to the point on hand. The poet begins a figure and does it 
in such a detailed manner that it outgrows its proper limit. 


1See Dhva. A., pp. 89-94 for the illustration and discussion of 
these canons. 
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areas, sara spaIfug ; ATAKA afas 
asa: Hace af exud |’—Dhva. A., p. 89. 


‘ama ANAA — exeufeRRSISUISISUSR: 
aad | daa maaana . . |’—Locana, p. 90. 


The illustration for this given by Ananda is the verse ‘ aai- 
ald etc.’, where the main idea intended to be adorned by the 
figure is lost in the elaborate reaches of the Prayayokta, which 
has overgrown and hid the main idea. (iii) Opportune 
introduction is illustrated by the verse * Sarcafealy etc.’ 
where S'lesa finds timely introduction; as Abhinava says, 
this description paves the way for the coming Īrsyāvipra- 
lambha. (iv) In the verse ‘ theca aaugā: etc.', for the sake 
of the main Rasa, Vipralambha, and for the sake of another 
Alankāra, namely Vyatireka which is to heighten the Vipra- 
lambha, the figure of S'lesa worked out in the first three lines 

„is abandoned in the last line. This illustrates * kale tyaga ’. 
(v) There are instances where Alankāras are merely touched 
upon and left there; lesser artists sit to work them out. 
In the verse 


PRASARANA TEI Ze 
feat ames etc. 


the Rūpaka of Bāhupāsalatikā and Bandha is not worked out 
in any artificial and tiresome manner. If the poet had worked 
it out, Abhinava says, it would have been very improper—4 4 
aa raed d.. This verse illustrates ‘ aifafaaenifear.’ (vi) 
Such a genius like Kālidāsa can work out a figure in full and 
can see that the main Rasa is not only not hindered by it, but 
is actually intensified by it. E.g. SUIHKdgH, Megha. The 
5 
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Vipralambha S'rngāra of the theme is again brought to 
the forefront in the last line to be nourished by the 
Utpreksa. 

When used thus with appropriateness, Alankāras go to 
enrich the ideas of the poet and add charm to the diction. 
Of these Alankāras, we shall here speak in particular about 
a few select ones. Figures can be classified into three main 
classes: (i) those based on Similarity, Upamā and all other 
figures involving Upama; (ii) those based on Difference, 
Virodha, and (iii) those based on other mental activities like 
association, contiguity etc. In the third class can be brought 
all the figures other than those based on Aupamya and 
Virodha. Of these, figures involving similarity are the most 
abundant in poetry. ‘The intellectual power called similarity 
or feeling of agreement is our chief instrument of invention.’ 
* Applied literally in the sciences, it leads to unity through 
induction’. In metaphysics, «rae dardugdegi is mentioned as 
means to Tattvajfiana and Nissreyasa by Kanada. 

The greatness of Upamā is thus put by Appayya diksita 
in his Citramimamsa : 


ated faa Ra aasrafeaterrarate | 
Sid aad frecad fifasīgaftar at I 
stat det darat AARNE | 
IAA mem gardi afeai Ba: LI 
Abhinavagupta also said: **34Yamga4 walsegk sfa faafs: 


gfaqaaa’’? (Abhi. Bha. p. 321. Gaek. edn. ID, referring 
evidently to Vamana, IV. iii. 1, 


gAn: | 
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Great artists are said to express an idea; great poets are 
explained as inculcating a lesson to the times through their 
work. It is impossible to conceive of such idea and lesson 
except through the principle of imagery; the great poem being 
something like a big, deep-laid Anyāpadesa. In philo- 
sophical teachings, simile plays a very large part. Simile, 
Metaphor, Allegory, Parable—these are often employed to 
inculcate the profound truths of the incomprehensible. As 
Rudrata points out in his verse, AUR aiaa etc., the 
Simile is for clearer understanding. But poetic imagery, like 
the variety of life, involves similarity in difference. Qrar- 
gq Ñ$ |” ‘The things compared in a figure though 
differing in kind possess an amount of similarity, rendering 
the one illustrative of the other.’ ‘Though ultimately, Simile, 
like any other figure, must heighten the Rasa, there are, 
comparatively speaking, two kinds of this figure, the intel- 
lectual and the emotional. The former appeals to our 
intellect and is designed for that and the latter is used to 
heighten the sentiment. The intellectual simile must have 
maximum catching power; it must be very striking and at the 
same time, the point of similarity must be relevant; it must 
not be accompanied by any further details that may distract 
or mislead. 


aAa aaa TRAT | 
amiomai eadi araragafsa: |i 

—Rāmāyaņa, Āraņya, 8, 8. 
va ft wafer fem sear: | 


Tamed assy AIT ZIRAN || 
—Ramayana, Aranya, 16, 22. 
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These beautiful instances from the Ramayana have the 
required novelty and strikingness. As J. S. Brown' says, the 
pleasure we derive from a comparison—to which we stick, 
however much we may call it odious—is in the sudden 
bringing together of two notions which were a moment before 
unconnected and remote from one another. This element 
of agreeable surprise falls under intellectual appeal. The 
following are two more instances: 


faa arada afar sa ai AT | 
garaaftumfēda agar a afta sl ou 
grama fumer aioa staat: (7) | 
anal afaat Usa Ber: goaa LI 


‘The matters compared here are so different; we are startled 
by the ingenuity displayed in bringing them together and the 
effect is an agreeable fillip of the mind.’ In this respect, 
the danger of abuse lies in the lack of caution in the poet, 
in obscurity and far-fetchedness and the dwindling down of 
the similarity to a single and mere matter of fact point. 
There was a Christmas sales’ advertisement in a card with 
a dog whose tail had been cut; the dog was looking at 
its shortened tail and underneath was printed ‘ It will not be 
long now before Christmas, as the dog said about its tail!’ 
Such instances are effective means for comedy and humour 
and typical instances can be gathered from Dickens’s Sam 
Weller in his Pickwick Papers. 

Coming to the other kind of Upama: Later poets, 
wherever they might have been, however little their knowledge 

** World of Imagery.’ Quoted by K. A. Subrahmanya Ayyar 


in his contributions on “Imagery of Ramayana’, J.O.R., Madras, 
Vol, IU, pt. 4. 
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of things or imagination might have been, had a Kavisiksa 
to supply them with as many moons and lotuses as they 
wanted. Though one had not seen the Himalayas, he devoted 
a canto to its description with all the stock-in-trade and trite 
figures, mistaken informations filling verse after verse. The 
absurdity is seen clearly in the capricious geography of India 
which Vamanabhattabana teaches us in his Vemabhūpāla 
carita. In Upamā, the necessity for novelty is overlooked 
and the anxiety to abide by the qualification ‘Sammata’ has 
been the cause of monotony. Anybody could write out a 
hundred verses any day on the sunrise, with the red sun, 
the lotus and the bee and the waning moon, their one single 
feature of looking like lovers being done to exhaustion. 
Appayya diksita defines Upama thus: 


SUMATRA TATA: | 
gi madga aea: 11 


Others also have pointed out the defects in the form and 
content of Simile. Even as it is not poetic figure to be 
comparing things by their Padārthatva, it is not poetic figure 
if it is too trite or too often repeated. Emotional intensity 
and intellectual delights are derived only from such figures 
as are 'Āscaryabhūta'; and when there is not enough 
‘Viadagdhya’ in the poet’s Vak, the repetition is intolerable. 
As a matter of fact, many Alankāras have lost their force 
and charm by the one reason of repetition. We gs not simply 
say, even in talks, one is named so, but only ‘aa ated’ ; 
so much so, there is almost no effect produced when a poet 
says Bags, giunto etc. 

The inferior poets had ample Vyutpatti, unlit by imagi- 
nation. As they were great scholars, we can rarely find a 
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technical flaw in their figures as figures. But the place 
where they abused is the same. It is their scholarship that 
bound them to the rule. When they got an imagery on 
their mind, they settled down to turn it into one of the 
Upamāgarbhālankāras of the texts; they chose one that they 
had not used up to that time; in their construction, they 
adopted the same manner of expression of that figure as given 
in the text-book and when there was no ‘ Lihgavacana samya’ 
for the Upama, they artificially worked out by redistributions 
with the great control over lexicon and grammar they had, 
the conforming form of the figure. Things that are in pairs 
were often brought into singular number as occasion needed, 
and to coincide with a feminine stem, ‘ Padadvaya’ would 
become ‘ Padadvayi.’ Even Kālidāsa strains to achieve this 
formal correspondence. He takes the bees in a group in 
feminine gender to bear comparison with a lady, a single 
and feminine Upameya. 


d ma aaja BICC RE CIC TICt | 
« R GS Hea Jara iu Geeta li 
—R. V., VI, 69. 
Let us turn to Ramayana where this weight of Lingavacana 
samya does not hang on the poet : 


He J gara usata HESWZd: | 
adtgefta fanaa SET |1 
— Ramayana, Kiskindhā, 28, 58, 
''ffggiu ud d a dy: —Rāmacandra, Nalavilāsa nātaka, Act 
vi, p. 77. Gaek. edn. 
* See also apad: gaadisfa cit: ARAA a ama afar 1 


Ag Tale Fa favere assay ou 
—Kumara sambhava, I. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


USE AND ABUSE OF ALANKĀRA IN SANSKRIT 71 


ga war aa garai goofs | 
asai gat api dagana |1—Kis,, I, 10. 
sfera saad sS ae ll s 6L. 


A latter-day poet would have certainly stopped to abide by an 
Alankarika dictum and by some 'Pistapesana' and ‘ Klista 
Kalpana' spoil the simple beauty of the idea presented by 
Valmiki. Dandin says that there are cases where neither 
Linga-disagreement nor Vacana-disagreement can spoil the 
beauty of an Upama; the Sahrdaya's sense is the judge; if 
it is not disturbed, all is right with the figure: 


q feas fus a dafa ar | 
STE aas s AATA U 
aia azote metsi gada et gana | 
gio za AAA * fiat Raia uu 
—Dandin, K.Ā., II, 51—3. 


The following verse also is beautiful, despite linga-vacana- 
vyatyasa : 


gada Reer: Arata fer) | 
ama ufa Usa, Val: Fergie ll 


Coming to the manner of expressing the similarity: 
Dandin and others have given some words expressing simi- 
larity, Sadrsyavacaka sabdas. But ingenuity and eccentricity 
have invented other expressions to convey similarity. S'riharsa 
employs these words of comparison—egatta achat eee: | 
Nai., IV, 8. We have other new and original words to 
suggest similarity—dae ar, adi, Jade, Sq, Agra, 
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RRA etc. These words are in themselves condensed 
metaphors and it is only after long Ridhi that they mean 
simply ‘similarity’. Till then the reader has to pass through 
another metaphor to understand the main imagery. While it 
must be accepted that it is highly diverting to have ever such 
novel words of comparison, one cannot blind oneself to the 
growing Aprasiddhi, involvedness and obscurity. 

Considering the way in which figures are expressed : Even 
very appropriate images are abused by strained expression, 
resorted to with special effort, for the sake of variety as well 
as metrical needs. If the poet gets a simile and gives it 
natural expression which is in harmony with Rasa, there is 
really effect and beauty in its employment. Poetry is after 
all not an argument to be somehow read and understood; 
it is something like a Mafijari, as Bana says. It has to leap 
to our heart on even the mere hearing of it. Even as their 
ideas, their expression also has to be beautiful. 


dal wears féfud surda AR: | 
fair ffr Ā afer Afai War | 


—R.V., VIII, 45. 


The second half here containing the figure is expressed in a 
way that it is fit only to be in Tarka book. Like certain 
words, only certain constructions are poetic. Such expressions 
of Kalidasa himself{—‘ afasemlaaiddea (R.V., III) and ‘aa 
HSA Bharhacahealeahienaaest cuu ARA (S'ak.) are not 


happy at all. S'riharsa often lapses into such wooden 


' The Lalitastavaratna of Durvasas and the Mükapaficas'ati use 
such expressions profusely but one does not dislike them in these 
two masterly hymns. See also Aryastavaraja of a Tanjore Jagan- 


natha (Vani Vilas edn.), another production in imitation of Durva- 
sas's Lalitāstavaratna. 
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expressions and his Kavya contains many sentences not more 
poetic than his tēldaamaacā: ? Nai., II, 105. 

Next in importance to the simile are Rūpaka and Ati- 
sayokti. ‘Simile is used when there is a moderate degree of 
excitation. When this is great, the mind naturally flies to the 
metaphor as a more concentrated form of expression, represent- 
ing many thoughts in a few words.’ When the emotion is 
still greater, we resort to Atisayokti and even Atyukti. "These 
metaphors play an important part in the economy of language, 
the coining of metaphors being a means to our stock of names.” 
Poets create the language of a people. ‘The element of re- 
presentation, creation on the basis of similarity, is an essential 
principle of all art and it is a factor in the construction of 
language itself.’ Thus is language a book of faded metaphors. 

‘Just as in the preponderance of the didactic and ex- 
planatory tendency, considerations of thought overbalance 
those of form, those of form overbalance those of thought in 
the preponderance of the ornate tendency in which there is 
failure because of an excess of representation. It is simply 
natural for one who has obtained facility in illustrating his 
ideas to overdo the matter at times and to carry his art so far 
as to illustrate that which has been sufficiently illustrated or 
is itself illustrative” As Ananda and Abhinava say, 'Ati- 
nirvaha’ is bad. It is not proper to work out in the following 
manner Ripakas fully and often, especially in a situation like 
this full of Karunarasa : 


AAE: GEIR MENARA | 
TAMAS: AET: |i 
afaa hS: | 
mefactiata: fanfare: N 
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qpa: APAE: | 
aAA: FAAEE: I 
RAC AAT TATATSTATAA: | 
afe faaisé diee ced fat | 
GA saat fa wart alee: N 
—Ram., Ayo., 59. 


This is all the more inappropriate since it is not Kavivakya 
but a Pātravākya, words of the dying Dasaratha. A similar 
artificial verse is found in Sugriva’s lament over the fallen body 
of his elder brother : 


Qadam: GeaAISKATA aT: | 
wala amefa aed eat adtasfia gas: od 
aa, 


The passion for figures makes a poet introduce them in such 
irrelevant places. Asvathāman, in deep grief at his father's 
death, is made to utter such a complicated expression of his 
sentiment: 


qd d dad amnes Aa: adler | 


And in Act I, Bhatta Nārayaņa makes Bhīma say: 
JHSS A AZT RAA TA RATA | 


Poetry, being intended for the delight of the imagination, 
must be effective only through hint and suggestion ; and when 


! The author of the Imagery of Ramayana (J.O. R., Madras, 
referred to above) characterises such instances as ' Symmetry- 
figures’, those worked out for symmetry alone. The giving of a 
name to them does not take away their artificiality. 
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one makes it a bit of grammar or logic, it ceases to be poetry. 
It is really surprising how there can be any beauty of figure in 
such an unpoetic expression as Parisarnkhya which can never 
be a spontaneous utterance. The following Parisamkhya is a 
description of the rain season in the Ramayana: 


agfa agfa aaa ufa afa sata wupsafa | 


qa TAT AWTS aaa: frartkta: fifa: gim: odi 
—Kis., 18. 27. 


It is proper that Kuntaka should reject this * Alankara’. 

From mere Rūpaka, the poet's first move in the world of 
the image itself produces the Parinamalankara, which is 
Ripaka with Prakrtopayogitva. This figure has been abused 
very much. The poet moves on only in the world of imagery, 
carried away by suggestions of further images from the details 
of the first imagery. He does not beautify or illustrate the 
main idea which he has now forgotten. 


qasai Adar fera Gert | 
patience Plea seres ui 
—Sahrdayananda, I. 
The first figure Rūpaka suggests a Pariņāma and that is further 
taken up to a Virodha and the last metaphor here—gaig- 
alfa—is wholly inappropriate as applied to the faces of enemies. 
Such verses often become ununderstandable like puzzles, 
three or four ideas intervening between the understanding 
and the Rasa. Mahima says: 


(franka gar... . afeqgrraaiatatetstaer 


a smeerfaeguregaefu Re werd... d 
—V. V., I, T.S.S., pp. 17-18. 
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The same is the case with Paryayokta, Preyān and 
Rasavadalankaras. The king or God is to be praised ; Pritj 
for them is the main Rasa of the subject, but a minor Rasa is 
employed to adorn the main one. A far-fetched idea suggest- 
ing some great guality of the king or God (which guality is 
left to hide itself in one small word) is elaborated and the 
whole verse is burdened with a new picture which is a world by 
itself. The verse ageme azkan aad fru 
etc. quoted by Appayya diksita in his Citramīmāmsā as an 
illustration of Uttarottarapallavitabhranti aptly shows how 
poets stray away from the main idea. This tendency is the 
main feature of the vast mass of court eulogies like the Prata- 
parudriya (the Alankara work), Pranabharana, Rajendra- 
karņapūra etc. When Kālidāsa writes thus: 


PRAAT AMAA EASA: | 
TATA ERSAN AAA SHAFT di 


we have the main idea of the king incessantly doing sacrifices 
given adequate expression, but if we take a verse from the 
Pratāparudrīya praising the king, we can see the poet rolling 
in the world of images themselves with little reference to the 
king’s qualities. Sometimes it seems that court-poetry will 
praise and pun and work conceits upon Ganga, Ksirodadhi 
and Candra themselves to the exclusion of what they are 
taken to represent, viz. the king’s white fame. 

Coming to Utpreksa, we already saw one instance of a 
bad Utpreksā from the Ramayana Campa, qlofifaaeqata 
etc., where the poet has gone contrary to the main theme. 
This figure especially shall always be closely connected with 
the main theme and Rasa. 


! Vide above, criticism of «EIfüWId etc. 
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quae aaa aresti grae faena | 
aadi ead feta: AERA Raa seer II 
"RVS VGI 


Here is an appropriate Utpreksā, one in perfect consonance 
with the sentiment; Kālidāsa has heightened the Rasa by it. 
But ingenuity and eccentricity formed the endowments of 
many poets who made conceits far-fetched and irrelevant. 
Not to mention pleasure, even intellectual satisfaction is 
not produced by many Utpreksās of S'rīharsa. The Rasa 
is obscured to a single word. As with hyperbole, so with 
conceits: the departure from truth must not be shocking. 
Bain says: ' Tiresome to us at least is the straining of this 
figure in Eastern Poetry’. He says this of hyperbole and it 
is true also of conceit. It is mistaken taste and scholarship 
that revels in these far-fetched figures. 


aaa grea fafa: | 


asinga Aan AK SAT: Odi 
—Dandin, K. À., 1. 


Another figure with which Sanskrit composition is 
cheaply associated is Slesa. As Keith points out, the lexicons 
and the Nānārthavargas did a very bad service in this con- 
nection. It became impossible for a latter-day scholar to 
write except in double entendre and if we take a work like 
Vedāntadesika's Subhāsitanīvī, we can rarely find there a 
verse which has not got two meanings. Sometimes we are 
able to set up similarity between both the ideas and some- 
times we are left to satisfy ourselves with the mere pleasure 
of originality and admire the author’s command over the 


language. Often the puns revolve round silly and trivial: 
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attributes. There are also cases of discord of varying nature 
between the two ideas: the idea on hand, the Prakaranika, 
is Adhika, the other, Nyūna; the former noble, the latter, 
base. The author of the Sahrdayananda makes a pun upon 
such a trifle of an attribute as the owl having wings. It was the 
boast of authors that they could pun at every step; it was the 
banner of their talents. Subandhu beats his own Pataha thus: 


gaara framers Weed | 
aea: wh arg: gay: |] 


So much so that it became not only a possibility or ac- 
complished fact but a practice of great fancy to produce 
double, triple, and quadruple poems.’ 

But what exactly is the place of this figure? Has it any 
charm to impart to the diction? It does help Alankara, all 
Alankāras except Svabhavokti : 


aa: qf aag sat gatis fum |— Daņdin. 


Abhinava also points out that it helps Upamagarbha figures. 
Used with restraint, it can be charming and effective. The 
two meanings must be well known; the figure must have 
come off easily. Bana says: @8ISf%¥: | Harsacarita. The 
following are two instances of simple and beautiful S'lesa, 
used with an eye to increase the effect of the situation : 


ato fated ati calf ae | 
ar N D 
aaa WIS std STRE N 
—Ram., Ayo., 41. 12. 
1 See my article ' Anekasandhana kavyas' in the Annals of the 


Oriental Research Institute, University of Madras, Vol. III. pt. 1. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 
USE AND ABUSE OF ALANKĀRA IN SANSKRIT 79 


WATS sdifücx fads aaa ga | 


Filu adtat 4 umane | 
—Rām., Kis., 27. 42. 


Kālidāsa, who rarely resorts to this figure, gives a similar 
simple S'lesa in his R. V., III: 


q daaa aya tied: fasted gasenefia: | 
RRRA Fae sar figu gg4 a eam di 


In Bana, we meet with both uses and abuses of this figure. 
As in his life, so in his writings, Bana was exuberant and was 
responsible for excess. He often forgot proportion and in 
Utpreksa, he became endless sometimes, as in that long 
and tiring description of the king's elephant, Darpasata, in 
Ucchvasa II of the Harsacarita. He could deal in pointless 
Slesas like EGRI šā gestit. He was a master of S'abda- 
bhangaslesa, in which the words have to be differently split 
for the two meanings. This Bhangaslesa is denounced by 
foreigners; but those who have complete acquaintance and 
are familiar with all the nooks and corners of a language can 
understand a Bhangaslesa very easily. S'lesa in general is 
very effective in gnomic utterances where they help to nail 
the maxim into our head; they are equally catching in Catus 
or eulogies. In Catus, the Bhangaslesa also is freely 
employed and in the following Cātu, Bhangaslesa is certainly 


very striking : 
vara R Walaa Tal Ae: WIT | 
HEAT RAT gee; MAAAR: |i 


When overdone or when handled by lesser artists, the 
Padabhangaslesa can become one of the obstacles to 
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understanding and realization of Rasa. Anandavardhana 
classes it along with the Duskaras, the Yamaka, the Bandhas 
etc. which have to be avoided during the delineation of Rasas 
like S'rngāra, Vipralambha and Karuna. 

— A4 HFRITI fra gana amar 
satfaafafa |—Dhva. A., p. 85. 


As compared with this Bhangaslesa of S'abda, Arthaslesa 
is less of an impediment to Rasa; used discriminately, it can 
help Rasa even. Says Abhinava: 
qequnsia | ada sr ala, CD aa | 
asgtitsfi fe va gE, a g ANFANI | 
Locana, p. 85. 


The next prominent figure which had found a place 
in the Ramayana and had become monotonous in later poets 
is the Samāsokti. Poets see the world shaped in beauty. 
To them there is music in the spheres. Words in the 
feminine gender fascinates them. 


qur fe att aW arate’ gaa deueqep degadarā 
sarga lata eed deg: Ceu wu eff gam | 
—Locana, p. 160. 
«fe RaR ga eflfeni a saa | 
afer afe aaa ef Were, |i 
—Vakroktijīvita, 93. 


This employment of Samadhiguna ‘ with which poets, as with 
magic, give life and motion (emotion?) to every inanimate 
part of nature’ is praised by Dandin as ‘ Kavya sarvasva.’ 
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agaa Berea anaia a qur: | 
aAa adaga |1—K. A. 1. 


Samādhiguņa produces the Samāsokti figure. Vālmīki has two 
beautiful verses of this class, in the former of which elements 
of Samāsokti go to beautify the main figure of Upamā. 


aan zi gA RAIRA | 
Rasta wf ata fux THAT ll Aranya, 16.8. 
JASAR gen RT | 
aa mnadh aeeat SEN AIA |] 
—Kiskindha, 30. 46. 


There are some very fine verses of this type in Canto XI of 
the S'isupālavadha where Māgha gives us a description of 
dawn. But soon, poets with neither originality nor restraint, 
began to repeat images; the same three or four objects, the 
sun, the moon, the Padmini, the Kairavini, the Praci and the 
Pratīcī diks were exploited for many verses together, the ` 
points of attraction dwindling to trifles, and with variety 
almost non-existent. Gradually this figure became intellectual 
and no wonder, it begot the new subvariety called S'āstra- 
samāsokti. 

In Sanskrit Literature, there are some strange metaphors 
at which some English critics evince surprise. As for 
instance, we never have simple Asi (sword), but have only 
«fedt. Among our own critics, Ksemendra has said—in his 
Aucityavicāracarcā—that such a delightful object as moon 
ought not to be conceived as Citācakra. Things repellent 
and terrible by :themselves must never be conceived in 
images of charm and love. But while describing the death 

6 
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of enemies, their sufferings etc., the poet does employ such 
imagery, sometimes in callousness and sometimes in the light 
vein. The falling warriors are said to embrace Earth; and 
Kālidāsa describes Tātakā passing away into Death’s abode 
as going to her lover. 

S'āstrasamāsokti has given rise to sheer pedantry. In 
an age of poetry when poets were scholars with Vyut- 
patti in all the Darsanas and branches of learning, 
nothing could satisfy the writer or reader but high-flown 
rapprochement with S/astraic ideas. Visakhadatta’s claim 
for dramatic genius will hardly become less if he had not 
written qed Ramada fed fracagā Raf etc. The 
Naisadhakara’s own Dindima is on this point—Heaafeahe 
afgataslū sata gaanar. All the Darsanas and the subt- 
leties thereof find a place in his poem. See the Tarka here: 
agis a aiam aAa a mgA: IV. 
Naişadha. Surely, poetry must give Upadesa; the sublime 
thoughts, the deep philosophies—all these the poet must give 
expression to ; but this S'āstrasamāsokti is harldly that. 

The last Alankāra that we shall consider here specially is 
that variety of Aprastutaprasamsā or Anyokti called Anyā- 
padesa. If poetry is a criticism of life, Anyāpadesa is poetry 
above all other types. In it, the poet points out the flaws and 
failings of men, praises their nobility, bitingly remarks about 
men’s meanness, and makes fun of and satirises every aspect of 
human character. Bhatta Bhallata’s century of Anyāpadesa 
has some very fine verses. Nilakantha diksita’s Anyapadesa 
is unequalled in this branch. In the anthologies, there are 
some brilliant Anyāpadesa verses. Most of the other Anyā- 
padesa centuries are trash. A few objects like the sea, the sun, 
the moon, the lotus, the Kokila and the mango in contrast with 
the crow and the Margosa, the rains and the frogs—these 
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trite things in some stale ideas were exploited for a hundred 
and more verses. The poet did not pick out any particular, 
subtle or prominent defect of humanity to criticize, or good 
quality to praise. Not feeling anything to write a verse with 
life, these poets dashed off verse after verse, retailing one 
triviality after another. Anyāpadesa is a type of literature 
that can never be written at a sitting, by Asukavis, but must 
be written on occasions, must be made to accumulate into a 
collection in the course of the varied life of a poet, full with 
experience. If Bhallata wrote the verse on the ignoble Dust, 
which, by the kicking up of the fickle wind, got on the very 
tops of the mountains—? qA sqa: da Tat ala 3 
galaa etc., we know Bhallata felt the poignant grief; we 
know from the Rājatarangiņī that in the reign of the mean 
and wicked S'ankaravarman (A.D. 882—902), great men like 
poet Bhallata had to earn their livelihood by doing all sorts of 
«services, that poets were not given gifts and that peons drew 
fabulous salaries, holding high authority.’ 

But small minds—4eel: paaa aAa: — never thought 
themselves ‘krtartha’ if they had not finished off in their 
literary career a century of Anyāpadesa and immediately 
they made a ‘ Parikarabandha’ and began exploiting the sun 
and the moon, the agiagi etc. 


! Kalhana, R.T., V, 204, etc. 
amia ĒRA. JĒRITATERĀ | 
smear ze: FAA EET: Ll 
Raega, MRE PACK | 
qaaa Aaea: ll 


See also my article on the Bhallata Sataka in the Annals of the 
Xenkatesvara Oriental Institute, Tirupati, Vol. I. No. 1. 
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We have thus far considered figures of sense. Poetry, as it 
is required to be sensuous, must be pleasing to the ear also. 
The form of the form itself must be beautiful, must have a 
music and flow. The poet must look to harmony, balance, 
and climax in his sentences. Metre itself owes its origin to 
this requirement as also to the emotional outburst. Keith 
grants that the Sanskrit poets have ‘certainly a better ear 
than themselves (foreigners) to the music of the words’,—the 
appropriateness of sound to suggest the meaning and senti- 
ment. What a verse did Bhavabhiti write ! 


garai nate aia aerei | 
AU Sais A fe Raga d 
It is really a marvel of sound effect that Bana produces with 
utmost ease : 
Cage att qnae 
TR gari Saad |” 
‘BAO ANSATS 
* FETA SATE Nauta — Harsacarita, I. 


aea ari daraanfritai west wefifufa- 
qae IRIA |'—Ibid., III. 


One cannot pick out in Bana ; the reader with keen sensibility 
hears the metallic sound of Airāvata striking its tusk on a 
golden pavement, sees the rolling clouds, sees the current 
stumbling and rushing out of each of the three blocking 
words, Grāva, Graha, Grama; and in the stillness of his mind, 
he feels the long-drawn silvery voice of female swans, in the 


ponds on the outskirts of the city, slowly dying. Colour, 
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smell, sound and touch we are able to directly realize in 
Kālidāsa's verse : 


diigamgaggd afd unum 
sang RIRANNA: | 

aa aint exfa GevariansKe- 
Basan: fade ša HIÉSTSIESR: di 


Note especially the onomatopoeic effect of the sibilant 
* S", doubled by the Sandhi, in the expression ' S'ipravátah °. 
When Kālidāsa said of Aja, *ceqgisstaaRt ^, we see how Aja 
briskly rose up from his bed, unlike the slothful and sleepy ; 
and the sternness of Nandin's command to the Ganas not to 
give way to Cāpala, rings in our own ears when we read— 


Agata ud fuatfüsueafüamqut |—K.S., III. 


Bhavabhīti was as great a master with the words; surely the 
delicate and charming effects are easy of achievement for him 
when they are needed; but he discovered the sound effects 
reguired for the Raudra and Bibhatsa Rasas; what he created, 
others still live upon. In the S'masānānka ot the Mālatī- 
mādhava, he makes one’s flesh creep, hairs stand on end, and 
feet step back in fright. The owl, the jackal, the water of 
the river rushing through skeletons,—eeriness gathers round 
when we read 


TARAS REEE SIENESE 
PARANE IH RIAT: | 

Aa KVARA TAK 
aafaa ART ufu |—M.M. 
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Take that verse again in his Mahaviracarita which brings on 
'Tataka, the demoness— 


STATE g IKT ete. 


The concepts of Rīti and Vrtti in poetics owe their for- 
mulation to a study of these sound-effects. These also count 
for Rasa. It is said that the first gait of the actor on the stage 
interprets him and his character to the audience; that first 
impression stands to the last. So also the first effect a verse 
on its mere reading or hearing produces, holds the mind to the 
end. For the Rasa to be suggested, even the jingle in the 
sounds or the clash of words is welcome and appropriate 
means. 

A further carrying out of these ideas gives rise to the 
S'abdālankāra of Anuprāsa of different varieties. But Yamakas, 
as Dandin says, are not good—du IREA. They have 
least to do with Rasa. Anandavardhana lays down the follow- 
ing rules for the use of Anuprāsa and Yamaka : 


JARAN AAPAN, | 
ada Alg AAA: ARAF: || 
SAMY TR AARNA | 
amad snae fares AAT: N 
—Dhva. A., p. 85; Kar. 15-16. 


In such Rasas as S'rügára and Karuna, the elaborate and 
artificial figures of sound have no place. Valmiki has shown 
that in a mere description, rhymes find a proper place. The 
famous description of the moonlight night in the Sundarakanda 
“a q3 WEHURHSIREQH, etc.” is an example. There isa particular 


' Vide below chapter on Aucitya. Also Dhva. A., III. 
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tendency in the Ramayana, which is seen even in the Rgveda, 
to juxtapose similar sound groups, an effect which Kāli- 
dāsa and Asvaghosa adopted from the master. Vālmīki 
writes— gga) qadi ac^, ‘afer afar Kara”, ‘ua 
Blatt: ’? etc. These do not do violence to the sense and 
at the same time add to the charm of the diction. Kalidasa 
in his Raghuvamsa especially delights in such innocent 
assonances : 


aa gear: aa NA aaa eae: | 
simi TK: Gaal AAP? 11—R.V., I. 
za fara samta: aA detāgt RT | 
ARARA Se Et META: |i 


—R.V., V. 


edt AEF TERT etc. R.V., II. 
Cf. S'riharsa, Naisadha, VI, 1. 


gara Senfus: vas: feat ferr famam | 
a areas cela TREE |i 


Yamaka differs in that it needs special effort and drags 
the poet away from his Samadhi in Rasa. Not only that: 
However much, like a latter-day adept at this Yamaka-craft, 
a poet may get it easily, it is bad and improper in so far as it 
distracts and stops our minds from proceeding beyond itself, 
our minds which must reach the ‘ Rasa’ obscured in the inner 
sanctum. (See Dhva. A., p. 85). In the ninth canto of the 
Raghuvamsa however, the theme is only a description of 
summer and the hunt of the king. In such places, Ananda 
allows option in using the Yamaka. But there are descrip- 
tions both by Valmiki and Kalidasa which do not employ 
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sound-figures and link every descriptive detail with the context. 
For example, the Vasanta-description opening the Kiskindha- 
kànda and the S'arad-description in Canto IV of the Raghu- 
vamsa. The canonists permit the Yamaka-mad and Duskara- 
mad poets to satisfy themselves in situations of Rasābhāsa. 
The Bandhas of various types, Ekaksara, Nirosthya—these 
have nothing to do with poetry. It is regrettable that after 
Bharavi and Magha, these became part of the definition of 
Mahākāvya. 

A bad ideal for prose was deduced by the latter-day poets 
from Bana and from such remarks as TK] alai (mad agafa, 
HAA ASTRA sifa, etc. Without endless com- 
pounds and jingle of sounds, no prose was possible after a time. 
So much so that as time passed, certain word groups were 
effected, one word in which would not -occur without the 
other. HB! would not come out without āfši and the sound 
of H9X will always be introduced as tuens. All the 
rivers looked (GRASS - In ideas and words, a stock 
diction had grown and poesy became a mechanical craft. In 
his book on Poetic Diction, Thomas Quayle says of the 18th 
century poetry in England: ‘And the same lack of direct 
observation and individual expression is obvious whenever the 
classicists have to mention birds or animals. C 

And it has been well remarked that if we are to 
judge from their verse, most of the poets of the first guarter 
of the eighteenth century knew no bird except the gold finch 
or nightingale and even these probably only by hearsay. For 
the same generalised diction is usually called upon and birds 
are merely a “feathered”, “tuneful”, “ plumy " or ** warb- 
ling” choir . . . '. How true these remarks are of our 
Sanskrit poets who produced Mahakavyas at the shortest notice, 
who could describe the Himalayas and the Ganges and the 
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ocean without seeing them and at whose command there were 
Kosas and stock expressions and stock ideas, white fame of 
the king like the autumnal moonlight, the blazing sun of 
his prowess, the Vasanta, the Malaya māruta, the uisus! 
and so on. To this race of poets apply these lines of 
Keats : 


Beauty was awake ! 
Why were ye not awake? But ye were dead 
To things ye knew not of,—were closely wed 
To musty laws lined out with wretched rule 
And compass vile ; so that ye taught a school 
Of dolts to smooth, inlay, and clip, and fit, 
Till, like the certain wands of Jacob's wit, 
Their verses tallied. Easy was the task : 
A thousand handicraftsmen wore the mask 


Of Poesy. 
—Sleep and Poetry. 


To conclude, poetry is neither pure emotion and thought 
nor mere manner. A beautiful idea must appropriately in- 
carnate itself in a beautiful expression. This defines Alankara 
and its place and function. The function of Alankara is to 
heighten the effect ; it is to aid the poet to say more pointedly. 
Whether the poet exalts or does the opposite, Alankāra is to 
help him. Says Mahimabhatta : 


Aara waaedsal a SUP | 
qas gadisdammmamad I 
—V.V., TS S, p. 53: 


As such, these Alankāras should flow out of Rasa. Even as 
emotion is depicted, these must come off, without the poet 
consciously striving after them. They must be * irremovable ’, 
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structural, organic: Rasāksipta, Aprthag yatna nirvartya. 
'These words of Mahimabhatta are pertinent here : 
fra draalftafrdstu «ufa: wu, 4 J 
AGA, dub aradaada afad:, werde 
AŠARAMTAT, | 
A AKR wards: «tā: | 
aad, à fe atafgaradaasfega: | 
VOV S:S p. 87- 
Figures are thus legitimate, though a proper use of them 
is a gift which only the greater among the poets are endowed 
with. Be it a Sabda-alankāra or an Artha-alankāra, be it a 
sound-effect or a striking turn of the idea, it is not * Bahi- 
ranga’ for Rasa, so long as it is useful for Rasa. Effective 
expression, the embodiment of the poet’s idea, is Alankāra. 
It is not as if it were in some separate place, like jewels in a 
box, to be taken and added. As has been explained in the 
opening part of this chapter, it is the several ways of expressing 
ideas which are to convey the Rasa that are called Alankaras. 
— giá "Haw | dat wur arafēāiīta enin, TTN- 
qaa Ià, AAT ARAN ta SWIRUISPSRI: | 
aera ast afer alma! |—Ānanda, p. 87. 
wes Kaa: AIATTAI EAT: | 
N sa 5 
Aa PEA RANSE TAA: di 
—Mahimā., p. 87. 


' Vide also the Antara Slokas 76-77 on p. 87, V.V. There 
are very valuable ideas on Alankara-aucitya in Vimarsa Two of 
the Vyaktiviveka. 
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From Rasa to the musical sound which aids its realisation,. 


poetry is one unity, one complex of rich experience. 

The purposiveness of Alankāra is inevitable like the pur- 
posiveness of poetry. But this does not mean that one 
should judge Alankara and poetry from a purely utilitarian 


point of view. There is simply beautiful poetry, which is. 
nothing but the poet’s desire to express taken shape. ‘ These: 


very decorations carry the emotional motive of the poet which 
says “I find joy in my creations; it is good”.’' * When in 
some pure moments of ecstasy we realise this in the world 


around us, we see the world not as merely existing but as. 


decorated in its forms, sounds, colours, and lines, we feel in 


our hearts that there is one who through all things proclaims. 


“I have joy in my creation ".'' Nature is the creation of 
God's Lila, Poetry, of the poet's Lila. 


| Tagore. 
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POETICS 


aAa assam . ARARAT di 
—Dhanapāla's Tilakamañjarī, p. 130. 


IT is a proper emphasis on both the content, Emotion 
and Thought, and the form, the Poetic Expression, that is 
contained in the dictum of the Sanskrit critics that poetry is 
Ukti pradhāna or Abhidhā pradhāna. As Tauta says in the 
well-known passage quoted by Hemacandra (K.A., p. 316), 
one may have the vision, Darsana, and be only a seer, Rsi, 
but he becomes a poet, Kavi, only when he renders that vision 
into beautiful language, Varņanā. The poetic expression is, 
generally speaking, heightened or made striking by an out-of- 
the-way-ness, which is called Vakrokti or Alankāra. This 
figurative strikingness is pervasive of the whole range of the 
form and helps to detect poetry. When the figurative devi- 
ation from the ordinary mode of speaking is scrutinized, it is 
found that, in some cases, the deviation is more than in other 
cases. Indeed, there are cases which do not show any deter- 
minable and definable deviation, cases which we call ‘ natural 
description’. Such ‘natural description’, when it is of an 
emotional situation is called a case of Rasa, or Rasa-ukti 
according to Bhoja; and when it is of anything else or of an 


* Says Oscar Wilde in his Picture of Dorian Gray,p. 159: 


For, canons of good society are, or should be, the same 
as canons of art. Form is absolutely essential to it. 
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object of Nature, it is called Svabhavokti. To a survey of the 
history of this concept, Svabhāvokti, is this chapter devoted. 


We first catch sight of Svabhāvokti in the introductory 
verses in Bāņa's Harsacarita : 


asa faveur ANSA: Hel TE: | 
faces KK FON || 


Jati is the old name of Svabhavokti. Bana says that Jati or 
Svabhāvokti must not be Gramya, ordinary, vulgar, insipid or 
stale. Jāti is the statement of things as they are. That is 
what the ordinary speaker and writer make; poverty of poetic 
power, absence of a wizard-force with words, a sense of bare 
necessity, parsimony in expression, a sense of sufficiency, an 
anxiety to state the bare truth with absolute fidelity to facts— 
these produce a kind of expression which is a bare statement 
of things as they are. Ordinary talk, legal expressions, and 
scientific writings are examples. These two, ordinary bald 
talk and the technical jargon of science, Laukika and Slastriya 
expressions, are both excluded from the scope of Jati. Jāti is 
a poet’s statement of the natural state of things. Hence does. 
Bana say that Jati has to be Agrāmya. 


' Vidyanatha qualifies Svabhāvokti by the word Cāru: 
AIR ATS TAE | 


And Kumarasvamin explains that Cāru means Agramya : only a 
beautiful statement of things as they are, is Svabhavokti : 


ga Ae BEATTY... HA TAR UTE TRIN: TAT ITAL | 
Pra. rud. Bala m. Edn., p. 297. 


This Carutva and Agramyata are involved in the very conception 
of the Svabhavokti Alankara and hence, Kuntaka's fear that the 
cart-driver's talk also will become Svabhavokti is unfounded. 


emaga dar afe aT fep. MEERA 
AR, aage | V.J. I, p. 24. 
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How this 'natural description ' came to be called Jāti is 
a question worth investigating. Perhaps Jati refers to its origin 
from the root ‘Jan’ and means the presence or presentation 
of things as they arise orare. Or Jāti refers to the general 
characteristics that go to mark out a thing or a class of things.' 
'Objects like trees, birds and deer are described, delineating 
graphically the attributes and actions of their class. This 
would form a description of Jati and perhaps this was the 
earliest variety of natural description to be recognized and 
christened, among Alankaras. As a matter of fact, we find 
Dandin giving four classes of Svabhāvokti,—Jāti, Dravya, 
‘Guna and Kriya. It is reasonable to believe that the first and 
earliest variety, Jāti, was extended as name to the rest also. 
Says Dandin : 


Saas srfažkarai dresafādut | I. 8. 
Ha PaaS | IT. 13. 


And he illustrates Jati-svabhavokti by a description of the class- 
‘attributes of the species of birds called parrots: 


sedere: TERTHAS: | 
Pravenahi: ws: wd wesfüm: BH: |) IIO. 


We miss the word Jati in Bhamaha but not the concept 
of ‘natural description’. In the introductory paragraph, it 
was pointed out that the proper cloak of poetic idea isa 
stricking form, emphatic by virtue of its heightened nature; 
but that within its realm, there are varying degrees of striking- 


' Compare the discussion in S'astras about Jāti as a Padartha, 
along with Vyakti and Akrti. The view that 'Jati' is Padartha 
was held by Vājapyāyana and also by the Mimamsakas. 
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ness and deviations from the normal mode of expression; and 
that, comparatively speaking, there are cases in which such 
deviation is least and which, as a consequence, are called 
Svabhāva-ukti, ‘natural expression'.' Now, Bhamaha pro- 
ceeded with his treatment of poetry thus: Flaws must be 
avoided in expression and though a flawless piece by itself may 
be lovely, because of its natural beauty, yet embellishments 
beautify it, as ornaments beautify even the naturally lovely 
face of a woman. 


RE: Aamigatiša: | 
A pea fp fata ANAA d I. 13. 


When Bhāmaha says thus that a lovely face does not shine 
without ornaments, he seems to contradict himself. The con- 
clusion we can draw from this verse is that though Bhāmaha 
emphasizes ornament very much, he is aware of a beauty 
which is natural to a piece of poetry, and which is not born 
of ornament. This ornament or Alankāra is a certain striking 
deviation in expression for Bhamaha. When no such striking 
deviation is recognizable, the expression is no Alankara. This 
is clear when Bhamaha refutes Hetu, Süksma and Lesa as 
Alankāras, since, according to him, the expression as a whole 
in these cases does not show any Vakrokti. 


wq: qsa BAA TSERTA Aa: | 
agaaa AATA: |1 II. 86. 


1 Rudrata made such an analysis of figures and his first class 
of Alankāras forming the Vastava group involves the least figurative 
Vaicitrya. Of the many in this group, the Vastava figure par 
excellence, as Namisadhu specially points out, is Jati. And it is 
because Jati concerns itself directly with the thing as it is, without 
any great sabda vaicitrya, that Bhoja counts Jati as an Arthalan- 


kara and that, the first. 
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If this Vakratva is not to be found, the expression is mere 
‘ news’, mere information-giving; it is Varta. Following the 
above quoted verse, Bhamaha says : 


aasa Hees: ara area fA: | 
gaam ff med? gratādi saad |] II. 87. 


The first line here is an instance of an utterance which as a 
whole, Samudāya abhidhāna, is bereft of any Vakrokti; and 
this is what is called Varta, news. Thus as against poetry, 
there is set this Varta, which may be insipid Loka Varta or 
technical S'astra Varta. Varta, however, differs from Jāti or 
Svabhavokti; for Varta is, to adopt Bana’s language, Gramya 
Jatih. Thus, we have ordinary expression which is Varta; 
then natural poetic expression called Jati or Svabhavokti and 
then Vakrokti. 

If these meanings are not settled thus, there will arise a 
loose use of Varta or Jati. Dandin uses the word Svabhavokti 
or Jati loosely when he says: EESE] AIHIFY ; he refers 
here to Vārtā only. Similarly Vārtā also has been loosely 
used as a synonym of Jāti. Just after Atisayokti, Yathāsam- 
khya and Utpreksā, we find Bhatti illustrating a figure called 
Varta, by a verse describing the mountain Mahendra. 


ami—- famsfaem fafauas fread: RAINE | 


gafdgefuragkani TGA mmn || 
X. 45. 
This shows that Varta is meant as a synonym of Jati or Sva- 
bhāvokti and that in the pre-Bhamaha literature, Svabhāvokti 


was recognized by some, some called it Svabhāvokti, others 
Jāti and still others Varta. Bhatti must be taken to call it 
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Varta. The Visnudharmottara, in its small section on Alan- 
kara, calls it Varta: 


SITES alata TRAIT | 


In Bhāmaha, we find Varta used separately from Svabhavokti ; 
he restricts Varta to non-poetic utterances in which there is no 
Vakrokti. Dandin does not mention the word Varta, (amidst 
Alankāras) but uses the words Jati and Svabhavoktiassynonyms. 

The Jayamangalā' on Bhatti has an original explanation 
to offer on Varta, not found elsewhere. It says: 


amifa aada | at fare, AARE a | wa ar 
qai ar aaga, adata | carat 


UME: fu PAA | 


aja redeem a eauraisfafeat aa UI 
(Bhamaha, II, 93.) 
n me 
fafafiret ara” ERR: | ah 


aasaga ards: arfa arata fü: | 


zdam red araltai saad dp zfü 
Under X, 46, N.S. Edn. 


In Bhatti, the word Svabhāvokti is absent. There is 
only Varta, which is illustrated by a natural description of a 


! There is a good amount of difference between the J ayamangala 
and Mallinatha’s gloss on Bhatti on the question, which Alankara 
is illustrated in which verse by Bhatti. H4 “QI etc. X. 42 or 43 
is an illustration of Svabhāvokti for Mallinātha and of Atis'ayokti 
(what a difference |) for the Jayamangala. If the Jayamangala 
sees Varta in X. 45 or 46, Mallinatha sees Atis'ayokti there. In 
the case of some verses, Mallinatha does not point out any figure. 
And this difference between the commentators on Bhatti does 
not seem to have been pointed out by scholars. 

7 
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mountain. From this we concluded that Bhatti must be 
understood to hold according to writers whom Bhāmaha did 
not follow, that Vàrtà was synonymous with Jati and Svabha- 
vokti. But the Jayamangala is a close follower of Bhamaha 
whose text alone it quotes. It explains Bhatti by Bhamaha 
and naturally there is some difficulty. The Jayamangala 
starts with two definite ideas: (1) that Bhàmaha accepts an 
Alankara called Svabhavokti and (2) that the verse on Varta is 
a verse on an Alankāra called Varta, with an illustration in 
the first line. Hence, the Jayamangala reads the verse on 
Varta differently : 


zaam med amat gad | 
for 


saani fe «red naai saad | 


Having started with these two ideas, the Jayamangalā 
has to indicate the difference between Vārtā and Svabhāvokti. 
It says ingeniously that there is one major Alankara called 
Varta which is the stating of things in strict accordance to their 
natural state and that it has two subdivisions, Visista and 
Nirvisista. The Visista Varta is called Svabhavokti and the 
Nirvisista varta is simply Varta. Bhatti’s verse is an illustra- 
tion of the former. From the Jayamangala's remarks, we see 
that by 'Visista', it means the description of one particular 
object with its attributes, and by * Nirvisista ', the description 
of a composite view of Nature; the former is illustrated by 
Bhatti’s description of Mt. Mahendra with its attributes, and 
the latter by ‘T1qIStcqHa: etc.’ ' 


!Dr. S. K. De says (Skr. Poe., I, p. 53) that Bhatti does not 
recognize Svabhāvokti. We do not know that, for as Dr. De 
himself points out (p. 52), the Jayamangala is the guide to 
know what Bhatti recognized and illustrated. According to 
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But Bhamaha kept Varta and Svabhāvokti separate. The 
latter, he refers to as an Alankāra and illustrates. The former, 
he refers to with derision, as a name for insipid detailing of 
some facts, for expressions devoid of striking deviation. 
Closely following, as it does, his rejection of Hetu, Sūksma 
and Lesa which do not show any Vakratva, the verse does 
not seem to yield itself to the different reading and conse- 
quent different meaning which the Jayamangala gives it. 
That the verse mentioning Hetu, Süksma and Leya and the 
next verse speaking of  1rdistaaā: ? etc.’ as mere Varta, go 
together is proved by a reference to Dandin where Bhamaha, 
II, 86-87 are taken together. Dandin, in the Hetucakra, 
speaks of CqdistdHd: etc.’ as Jfapaka Hetu Alankara and 
considers it as *Uttamabhüsana ' as if to spite him who referred 
to Hetu together with Süksma and Lesa as no Alankara at all. ' 

Thus I am of opinion that the word Varta in Bhamaha 
is no name of an Alankāra. Dr. De is of opinion that there 
is an Alankara called Varta which Bhāmaha mentions and 
rejects in the passage discussed above. On p. 36 of Vol. II 
of his Poetics, he says that in the second stage of the develop- 
ment of Alankāras was added ‘a seventh figure Varta which is 
referred to by Dandin in I. 85 but which is not accepted by 
Bhamaha’. On p. 109, ibid., he says : * With Bhamaha, he 
(Dandin) alludes to Varta (I. 85) which is illustrated by 
Bhatti, but which disappears from later poetics, being included 
perhaps in the scope of Svabhavokti'. Mr. P. V. Kane also 
opines that in the passage discussed above, an Alankara called 


Mallinatha, X, 42 (or 43) au €um etc. is Bhatti's illustration of 
Svabhüvokti; and in X, 45 (or 46) where the Jayamangala sees 
Varta, Mallinatha sees Atis'ayokti ! 

"From this we have to infer that some predecessor of Bhā- 
maha whom Bhamaha criticises but whom Dandin follows, gave the 
instance ūdiStaud: etc. and held it as an Alankara called Hetu. 
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Varta is rejected by Bhamaha. Such a view does not seem to be 
tenable. The Jayamangala which speaks of a Vartalankara has 
a curious reading for the second line of Bhamaha’s verse. This 
reading itself does not agree with the context in Bhamaha. If 
Bhamaha is refuting an Alankara of some predecessor called 
Varta in that verse, the verse must have been written otherwise. 
As it is, it must be taken as closely connected with the previous 
verse refuting Hetu, Sūksma and Lesa and must be taken to 
give an instance of an ‘ Abhidhana samudaya ’, an expression 
as a whole, which has no Vakrokti (Vakroktyanabhidhāna) ; 
and hence a case of no Kavya Gaan fn naa!) but only 
a bald communication of facts (analāai grae). It is clear 
that in Bhāmaha, Varta is not used as the name of an Alanka:a. 
Nor has Varta the Alankara anything to do with the word 
Varta in Dandin, I. 85, but of which more in the section on 
Dandin. 

Soon, finishing a few Alankaras, Bhamaha comes to Sva- 
bhavokti : 


ERREEN fa fueram | 

aja qase SNRA aa i 
AAMUACIAAA MARES aA. (or ded) | 
m araf aves dp. were: | II. 93-94. 


There is a discussion among scholars on the question: Did 
Bhāmaha accept Svabhavokti as an Alaūkāra? Some say that 
the somewhat indifferent reference to it in the words ‘fa 
*facsdad’ shows that Bhāmaha did not accept it as an 
Alankāra. As regards Bhamaha’s attitude towards Svabha- 
vokti, one Pūrvapaksa is completely ruled out namely that it 
js not mentioned by him. Bhamaha mentions, defines and 
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illustrates it. In this respect, it resembles Asis, III, 55-56. 
To begin with, that Bhāmaha defines and illustrates Svabha- 
vokti is some proof of his acceptance of it asa figure. The 
figures which Bhamaha does not accept are not referred to 
by him in such terms. If he does not accept a figure, he says 
AIEĶIGJI Hd: | Witness the case of Hetu, Sūksma and Lesa. 
The words * fa Alfa ” is no argument for taking that 
Bhāmaha did not accept Svabhāvokti. Many Alankāras are 
introduced in these terms. These words cannot serve as an 
argument even for the view that Svabhāvokti has a dubious 
existence in Bhāmaha. Dr. De sometimes speaks of Svabhā- 
vokti as having a dubious existence in Bhāmaha though in 
Vol. II of his Poetics and in his Introduction to his edition of 
the Vakrokti jīvita, he views that Bhāmaha does not accept 
this figure. Dr. A. Sankaran opines in his Theories of Rasa 
and Dhvani (p. 22) that Bhāmaha does not accept this figure. 
Mr. D. T. Tatacharya Siromani examines these views and 
replies to them in his M.O.L. Essay on the Definition of 
Poetry, published in the J.O.R., Madras. Udbhata and 
Kuntaka considered Bhamaha as accepting Svabhavokti. 
Udbhata has enumerated and defined Svabhāvokti in the same 
order and place as in Bhamaha. The ‘ancients’, cirantanas, 
who figure in Kuntaka’s Pūrvapaksa as accepting Svabhavokti, 
include Bhamaha. Bhoja who digests complétely Bhamaha, 
Dandin and Rudrata gives Bhamaha’s illustration of Svabha- 
vokti in his treatment of that figure which shows that, accord- 
ing to Bhoja, Bhamaha accepted that figure. If Kuntaka had 
the slightest hint that Bhamaha did not accept this figure, he 
would have reinforced his critique against Svabhavokti with a 
reference to Bhamaha’s text to that effect. 

On p. 61 of Vol. II of his Poetics, Dr. De says: * When 
words are used in the ordinary manner of common parlance, 
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as people without a poetic turn of mind use them, there is no 
special charm or strikingness. Such Svabhāvokti or “ natural” 
mode of speech to which Dandin is so partial but which he 
also distinguishes from Vakrokti, is not acceptable to Bhamaha 
and Kuntaka, who refuse to acknowledge it as a poetic figure 
at all” One cannot point out any passage in Bhamaha 
which refutes Svabhavokti and it is wrong to club Bhamaha 
with Kuntaka who elaborately argues against Svabhavokti, 
as can be seen in a further section. And there is nothing like 
partiality for Svabhavokti in Dandin. If one views Bhamaha 
as being inimical to this figure, he imagines Dandin to be 
overfond of it. Nor is the attribute ‘lal Agp: applied 
by Dandin to Svabhāvokti a sign of his partiality for it. The 
attribute only means that in the field of poetic expression 
where Vakrokti rises gradually, Svabhāvokti stands first or at 
the bottom involving least Vakratā ; it is the starting point; 
the ground for Vakrokti to come into further play. 

Mr. Tatacharya has, it seems, committed an excess while 
trying to prove that Bhāmaha accepted Svabhavokti. He says 
that when Bhamaha said — 


zx amana udWüdafasud | I. 39. 


he meant like Dandin to divide poetic expression into two 
realms, Vakrokti and Svabhavokti; and Mr. Tatacharya puts 
a forced interpretation on ' Vakrasvabhavoktya’ which does 
not mean AFAT and equlaleal but means only 4Ra&T- 
Sra, the word Svabhāva here meaning ‘of the nature of’. 
Consequently Mr. Tatacharya views that Bhamaha also, like 
Dandin, classified Vanmaya into two classes, Svabhavokti and 
Vakrokti. Mr. Tatacharya says: ‘As is shown above, in 
Bhāmaha's view, all the Alankāras other than the one 
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Svabhāvokti, are governed by the Vakrokti principle.’ This is 
Dandin’s view,' not Bhāmaha's. To Bhamaha, the absence of 
Vakratā or Vakrokti eliminates an expression from the fold of 
Alankara ; it will not be Svabhāvokti but Varta,—not like 
amga etc. but like TdistdHm: etc. For Bhamaha 
Vakrokti is Alankāra, and Svabhāvokti also which has got 
its own degree of Vakratā marking it off from mere Varta 
is comprised in Vakrokti. Dandin examined the realm of 
poetic speech with greater scrutiny and said that since in 
Svabhāvokti, the Vakratā is least, let it stand apart. And 
even to this Dandin, the expression of Rasa, Rasa-ukti, 
is still part of Vakrokti, and Bhoja therefore analyzed 
poetic expression into three parts, Svabhavokti, Rasokti and 
Vakrokti. 

Just as Bana said that a Jati should be Agramya, Dandin 
says that it should bring before our eyes the picture vividly. 
amaci galaia wd ure Rara | II. 8. taeu puel 
says Taruņavācaspati, while the Hrdayamgama which says 
treasure Agad’ emphasizes that no artificial aid ofa 
figurative flourish shall be used here. As previously indicated, 
Dandin gives four classes of Svabhavokti—Jati, Kriya, Guna 
and Dravya, II. 13. Bhoja (S.K.Ā., III, 6-8) multiplies the 
classes,—Svarüpa, Samsthana, Avasthana, Vesa, Vyapara 
etc.; child, maiden, animal; time, place etc.,—elaborations 
borrowed by him from Rudrata-" 


! K.A., II, 362. Madras Edn. 

*'The anonymous gloss on the Kāvyādarsa in the N.S. Edn. 
has a strange comment on * aratacd? in Dandin’s definition of the 
Svabhavokti. It says that, according to some who base themselves 
on this condition of “Nanavastha’, only a description of an object 
in several states or of several objects in several states, constitutes 
a Svabhavokti, and not the description of an object in a single 
state! This too literal an interpretation of Dandin is not justifiable. 
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What about Varta in Dandin ? It is not found in the con- 
text of Svabhavokti nor anywhere in Ch. II..We find it in 


Ch. I in Dandin’s treatment of the Guna called Kānti, 
I, 85-87. 


Bled wanted exer | 
aa arf aaah emus di 


Kanti has a certain amount of kinship with Svabhāvokti, 
since in both, there is no perceptible stepping out of the 
normal mode of saying, Laukikartha-anatikrama. Such Kanti, 
Daņdin says, is found in Vārtābhidhāna and Varnana and. 
illustrates Vartabhidhana with the following verse : 


Delf «TW ara aukifrdamea: | 
uera ard Wad: aigf: || I. 86. 


The Gaudī style which would not be content with this expres- 
sion with Kānti, would say: dafastuftarīsaa etc. This 
Vārtā is a sweet complement or word of welcome or enguiry 
on the occasion of the arrival of a worthy guest. It is thus 
clear that Varta here is not any Alankara, nor the Alankara 
which the Jayamangala says Batti is illustrating. Such is the 
view of the commentators and later writers also, none of 
whom sees reference to any Alankāra in the Varta here. 
“aial am AARAA says the Hrdayaügama. Hema- 
candra, while reviewing the old Gunas in his gloss on his own 
K. Anusasana, refers to Daņdin's Kanti in Varta and Varnana 
and interprets Varta as a ‘complement’ (qa gyantasd arai | 
gaala ATA |”? p. 200, K. A. S'ingabhūpāla also says that 
Varta is a welfare-enquiry: ald) «mW gisrosfaent agal | 
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p. 67, T.S.S. Edn. Ratnesvara's gloss on S.K.A., I, p. 114 = 
Cerea fused ard mew mew D | 

Rudrata classifies the Arthālankāras into four classes, 
Vastava, Aupamya, Atisaya and S'lesa. All the three here 
except the first involve an embellishment by a simile or an ex- 
aggeration or a play on the words. In Vāstava, we have the 


| 
| 
| 
| 
| 
| 
| 
| 
| 


bare idea as it is, untwisted, Aviparita; but even as Bana 
said ‘Agramya’, Rudrata says, ‘Pustartha’. Apusta, the 
bald statement, comes under the Dosas. 


aeaafafa asād fad aga stada JA | 
qiq aAa feg KAT, SUSAN |i 


K. A. VIII, 10, - 


Namisādhu : gringa, aguR | da— 
Ca adaa: grata gu a: | 
aa galā AAT sara g aaa LI” 
ae araia a vata | 


To this class of Vāstava figures, Rudrata assigns Sahokti, 

Samuccaya, Jati, Yathāsarnkhya, Bhāva, Paryaya, Visama,. 

| Anumāna, Dipaka, Parikara, Parivrtti, Parisamkhya, Hetu, 
| Kāraņamālā, Vyatireka, Anyonya, Uttara, Sāra, Sūkşma, Leya, 
Avasara, Milita and Ekāvalī. Of these Jāti is Vastava par 
excellence. In VII. 30-31, Rudrata speaks of the several 
varieties of Jati, Form, Pose etc., and subjects for Jati like 
children, maidens etc., as already mentioned. There is one 


!Cf. Jivananda Vidyāsāgar's gloss on the Kāvyādarsa: 
« arat aama RTS: | STATE: ate: arab aru? xf quem a^ 
Here is mentioned another meaning also of Varta as ‘afian’ 
which is not satisfactory. But none has taken Daņdin's Varta 
here as the name of Alankāra. 
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point in Namisadhu’s gloss on Jati in Rudrata which is worth 
noting. He says that whereas Vastava means only a 
statement of a thing as it is, Jati implies a vivid picture that 
-can create an experience, an Anubhava, of the thing in the 
mind. mfg aqua saafa| Ja wed vau gudra Ag- 
naacfa Raan | This is the significance of the qualification 
to Jati which writers add, Agramya, Caru, Pusta and so on. 

Udbhata recognizes Svabhāvokti and gives it with a 
-definition and illustration in the third Varga : 


frami asada pA fracas | 
FRĒFATĒI: MASSA |l 

aot agafa: AKT «vi JIA | 

AAAA AAs EUH" RM: || III. 8. 9. 


What must be noted in Udbhata's treatment of Svabhāvokti 
is his unwarranted restriction of the scope of Svabhāvokti 
to the Hevāka, eagerness or fondness, in their respective 
activities of young ones of animals and the like. Neither 
to one class of beings like young ones of animals nor to one 
aspect only viz., action, Kriyā, can Svabhāvokti be restricted. 
The commentary on Udbhata's K.A.S.S. published in the 
‘GOS. as Tilaka’s, definitely says that a description of the 
nature of things as such is not Svabhavokti but only the 
‘Hevaka’ of Bālamrga and the like in their activities : 3TWTC- 
IET agn: agaaa cava: | a g endum 
"md | But, fortunately, Pratīhārendurāja liberally interprets 
Hevaka and enlarges the scope of this figure to its nor- 
mal extent. 

Bhoja’s treatment of Svabhavokti has something note- 
"worthy, both in his Sarasvatikanthabharana (S.K.A.) and 
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the S'rngara Prakasa (Str. Pra). The S.K.A. says in 
II. 4-5: 


aay mad athe wai atgā: | 
aa: AA fatvu: aft safe saad d 
age Wed gaai afar | 

aama (ata) d ar wd at arenes I 


‘Characteristics which are born in things in their several states 
and which, by nature, pertain to them form the subject of 
Jāti. By the second qualification that the characteristics shall 
pertain to the things by nature, —‘ tava: edv faaea: ^— 
Bhoja, as explained by Ratnesvara, excludes external associa- 
tions like reminiscences, reflections etc., on seeing the objects." 
The first qualification is fully explained in the second verse 
from which we learn that it is intended to keep distinct the 
Alankara Svabhāvokti and the Guna Arthavyakti. * This ques- 
tion takes us to Vamana’s Arthaguna Arthavyakti in the defini- 
tion of which Vamana uses the word Vastusvabhava and whose 
two illustrations are simply two cases of Svabhāvokti. (K.A. 
Sū. IIT. ii. 13). aegeaaTacgecansaate: | seq Wala eer 
tad Ad, aq adean: | It is clear from this that either 
Arthavyakti or Svabhavokti does not obviate the need for the 
other; nor is there any need to point out how the two do not 
overlap. It is rather illogical to distinguish two things of 
two different classes, one a Guna and another an Alankara. 
This Arthavyakti of Vamana is a quality pertaining to the 


"For this correct reading, see Bhatta Gopala's gloss on the 
Kāvyaprakāsa T.S.S. Edn. R 
aad Cp wa sam: + + Reali waar wed? sera iA 


ama MIERA: CI aft | erated: | Ratnestvara. 
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Alankara called Svabhavokti, and to other kinds of expressions. 
also. Stil Bhoja tries to show us the difference between 
Arthavyakti and Svabhavokti. He says that in Arthavyakti 
only those aspects of an object are presented which form its 
permanent distinguishing attributes, Sārvakālikam rüpam, 
whereas in Svabhavokti those aspects which are manifest as a 
result of a particular mood or situation, Avasthasu jayamanam 
rüpam, are presented. This latter is, as contrasted with the 
Sārvakālika svarüpa, an Agantuka svarüpa. Says Ratnesvara: 
‘agaaga (4) suf: AJA sar | aa aaa RUD 
sqaq ausan AAA: I sm g spend ana- 
gagad egfraftafim:” | This is an unnecessary distinction 
which brings in its train an unwarranted restriction of the 
scope of Svabhavokti to ‘special states’. Bhoja here re- 
sembles those who dragged down the Prabandha Guna 
Bhāvika to the state of Vākyālankāra and then began pro- 
pounding its difference from Svabhāvokti.” 

The Agnipurana which draws upon Bhoja to a great 
extent; borrows this classification of the nature of a thing 
into Sārvakālika and Agantuka or Jayamana. The Agnipurāņa 


! Mammata rightly realises Arthavyakti to be a quality pre- 
eminently necessary for all good poetry and gives its scope as 
embracing not only Svabhavokti but cases of Rasadhvani etc. also. 
See Ch. 8, p. 187. T.S.S. Edn. of the Kavyaprakas'a. When Hema- 
candra says that Vamana's Arthavyakti guna is needless, because 
it is nothing but the Alankara named Jāti, he is not making a proper 
criticism. (aft a stfaataaegn šfā p. 199). Cf. Bhatta Gopala— 
AAA g ACTF EAMTAAAISIA: | p. 187, T.S.S. Edn. 


* See also Ch. on Bhoja and Svabhavokti in my Ph. D. Thesis 
on Bhoja’s Sr. Pra. Vol. I. pt. 1. pp. 139-144. 


* For other ideas in the Agnipurana taken from Bhoja, see the 


present writer’s Riti and Guna in the Agnipurāņa in the IHO. 
Vol. X, pp. 767-779. 
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calls Svabhavokti by the name Svarūpālankāra. (Ch. 344). 
qeu dIZIJA wenenfusmmafu | It defines the figure thus: 

aaa Ta waai aaah | 

Raagi ae fafad agarēga Il 

eifüfgs fast rfe at | 
From its stopping with this and saying no more, we have to 
conclude that the Agnipurana would have Svabhāvokti in both 
cases unlike Bhoja who would have Arthavyakti in the 
former case. 

Besides reproducing what he said in the S.K.A. on Sva- 
bhāvokti or Jati, Bhoja gives an additional idea in his Sr. 
Prakasa. As indicated once previously, he carries out to its 
scientific length the classification in Dandin of poetic expres- 
sion into Svabhāvokti and Vakrokti. He separates the Rasas 
from Vakrokti's fold and constitutes them into the third class 
called Rasokti. While doing so, he defines each of these three as 
expression dominated respectively by Guna, Upama and other 
Alankāras, and Rasa. 

“aq ggadegmaidiet ami: | ash good eur 
ifs: | Raagmaa aR Ama Tatru RRA |” St. Pa., 
Madras MS., Vol. II, ch. xi, p. 372. This is just hinted in 
the fifth ch. of the S.K.A. where Bhoja says: 


alfa talka ware SAAR | 
aaig aufevff arg talks ATÀ |] V.8. 


The idea in defining in the S/r. Pra. Svabhāvokti as expression 
dominated by the Guņas is that when there is none of the 
figures beginning with Upamā, the only thing the expression 


possesses is the Guņas. This has been explained at length in, 


my thesis on Bhoja's S'r. Pra., Vol. I. pt. 1. pp. 143-4. 
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Bahurüpamisra accepts this three-fold classification of 
poetic expression in his commentary on the Dasarüpaka 
which I have reviewed in detail in J.O.R., Vol. VIII, p. 325. 

The anonymous Sahityamimamsa, now edited in a very 
unsatisfactory manner in the T.S.S. (No. 114), is à work 
based on Bhoja’s S'y. Pra. which it reproduces extensively. 
It gives Bhoja's classification of Kavya-ukti into these three 
classes of Svabhava, Vakra and Rasa Uktis; only it calls 
Svabhavokti, Rjükti (p. 99). It reproduces also the S.K.Ā. 
verse on the difference between Svabhāvokti and Arthavyakti. 

In connection with Mammata's treatment of Svabhāvokti, 
the only interesting point to which attention can be drawn is 
Vidyācakravarttin's rather incorrect understanding and conse- 
quent needless criticism of the Sāndhivigrahika t.e., Visva- 
nātha, a point which I have set forth at some length in 
a note in the Annals of the B.O.R.I., Vol. XIV, pp. 251 
and 254. 

In the history of the concept of Svabhāvokti, the names 
of Kuntaka and Mahimabhatta stand out prominently. The 
former denies that it is an Alankāra and the latter comes out 
with an eloquent defence of it as an Alankāra. Kuntaka 
must be put down as a follower of Bhāmaha with this diffe- 
rence that while for Bhamaha, Svabhavokti is comprehended 
as a variety of Alankāra in Vakrokti, for Kuntaka, Svabha- 
vokti is not to be called an Alankāra or a species of Vakrokti 
because it is the very nature of the idea which forms the 
material for the further employment of Vakrokti. That is, 
Kuntaka considers Svabhāvokti as the Alankarya, i.e., the 
Kavya S'arīra and if it is itself called Alankāra, it will be an 
impossible case of Alankara decorating itself, as impossible as 
one mounting one’s own shoulders. Kuntaka is not behind 
anybody in his appreciation of verses of unembellished grace, 
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but in all those cases he would say that the subject or idea 
itself, the Vastu, has an innate Saundarya or Vakratā. Cases 
which are Svabhāvokti for others would be cases of Vastu 
vakrata for Kuntaka. But Vastu which has Vakrata is diffe- 
rent from ordinary Vastu devoid of Vakrata, as in ordinary 
talk. Does not this distinguishing Vakratā which separates 
Loka vastu and Kavya vastu amount to Alankara ? It may not 
be so much Vicchitti as is found in other species of Vakrokti 
but yet it is some Vicchitti and as such is Alankara ; and it 
does not pertain ordinarily to all instances; only poets are 
able to say things with that Vastu vakratā. And Vakratā is 
Vakrokti. To this Kuntaka would reply that as far as poetry 
is concerned, only such Vastu as has beauty is relevant ; the 
bald Vastu is out of the scope of the discussion. But, if on 
the score of this Vakratā, one would call a Svabhavakhyana 
as Svabhavokti Alankara, Kuntaka would seem to yield a 
little that there is after all only a dispute in names. 


afe at ARa eaea CIEN: aaa 
Smp adaa: atest worrduatesy: tata alarfeaaants- 


a asgail eurer, cea Ta g4: |” 
V. J., p. 139. 


In the second Vimarsa of his Vyaktiviveka, Mahima- 
bhatta speaks of five flaws the last of which is Vācya-avacana 
under which he treats of a closely related flaw, Avācya-vacana, 


"As Valmiki also would say (while describing Sita): *agsr 
*Ieresmdr^. Sundara. 17. 25. 


* Some other minor objections are also pointed out by Kuntaka. 
He asks that if Vastusvabhava itself is Alankara, what then shall 
an Alanūkāra adorn and adds that if Vastusvabhāva itself is one 
Alankara, every case of another Alankara will be a case of Sankara 
or Samsrsti (V.J., pp. 24-25). 
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the putting in of what ought not to be putin. Attributes 
which do not add to the significance or words which do not 
heighten or aspects of things which are commonplace and are 
devoid of any charm—these if expressed form the flaw of 
Avācya-vacana. Sometimes when a poet nods, when lesser 
writers have got to fill in parts of the metrical line, such things 
get in. These Mahima calls * Apratibhodbhava’, born of a 
mind lacking Imagination and Inspiration. These are the 
‘dust’ that must be swept out of poetry, * Avakara' as Mahima 
calls them. 


qeawaAaHKe "eg ATA | 
AMAA SAAT |i 
qaaa AfA dd gde GA SIH | 
dq gaguma a gfēkara FTA || 
TI. p. 107. V. V. T.S.S. Edn. 


This topic directly leads Mahimabhatta to an examination of 
Svabhāvokti Alankāra. When a poet describes a thing as it 
is he must not present us with the well-known and common- 
place aspects of things, a description of which does not make 
the picture live before our eyes, agaaa]. Thus a case of 
Svabhāvokti is most liable to the flaw of Avācya-vacana 
described in the terms FRTMGUCHRS, FEY and seran. 
Hence did Bana qualify Jati by Agramyatva and Rudrata by 
Pustarthatva.. One must be a poet of imagination and in- 
spiration to write a real Svabhāvokti with power to live before 

“A bald statement comes under an Arthadosa called Apusta, 
Niralankara and so on. 

AGHA PARRA Ad: adea «ga: ABE xfs Aaa n 


V.V., p. 109. See also Bhoja's S.K.Ā., pp. 30, 37 and 38 and 
Ratnes'vara's com. there. 
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our mind's eye. In 1.12, p. 23, Kuntaka said that nothing 
can be talked of without reference to its Svabhāva or nature, 
and that there can be no case of expression devoid of Svabhāva- 
delineation; for no object is conceivable without its nature 
and attributes. 

AMAT TBAT A ASAT | 

quj agfa aera, freTea TASAA |) V. J. I, 12. 
A statement of this unavoidable Svabhava cannot be an Alan- 
kara. With reference to this Mahima says: 

qå aff aaatmegmtafmrad | 

a fe aman fade: gamma: |i 

~ A a > 
za) aang serait fad | 
N Nel L > SVS 

TARA (FA) MAA AERAR: ou 

a wa aagi fara: wed: | 

aa ware d sala AS AIAS |l 

fahren Aga da, SARA qm: | 

a wa egfaWmi nre: SUIS II 


ga: gmasg nn eR AAE: | 
ei eaedem (or Farce) aga WW FA N 
at fe agia: gai aad | 
3 aaa urgidzgmegafis: di 


t This correct reading Hea is found in the “different readings ’ 
given at the end of the T.S.S. Edn. of the V.V., and is found also 
im Hemacandra who reproduces these verses on p. 275 of his K.A. 
Vya. : 2 à s 
" Gee Hemacandra for the correct word ' Dhyamala ', meaning 
‘impure, tainted ’. 


8 
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gena afamracaneeatiaay | 

. sme ARRIA aia vig maf LI 
ay (ema) aaa) Msg AAT | 
qq: dlaīišaraifa aaa: afaatfiat: |] p. 108. 


AAR SATAY X: GISEKR (AASER) “MAT: | 
fiepagqaesgaaat al fe AIJA | 
AGATA WER AT: | 
ajana AE gfā aad 11 
p. 109, V.V. T.S.S. Edn. 


The commentary on the V. V. does not extend to this section 
but the following extracts will serve to show how Hemacandra 
and Manikyacandra understood the above verses of Mahima- 


bhatta : 
aaga Afraga fagdigat Seu 
gauad a AATA: | ud — 


‘aera Jat emm: | 
wegaaal dui anazaa] ||? (Kuntaka) 


afi aeiaai, afmeata | aga fe area 
qua afaaisasesia: | fascia saat 
qatsezuifafe | dal Ale— (quotation of the above verses from 


Mahima)’. . Hemacandra, p. 275, com.— 


:! See Hemacandra. 
* Hemacandra also reads incorrectly ‘ Anyalankara. ' 


"This half is missing in the T.S.S. Edn. and is Supplied 1 here 
from Hemacandra, 
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Z& AMMA AIOE: | dup ud PESER: 
ald | TAT AIIM ēlfrgtsaisegtā: | KAIRA- 
AU J Ad Ta aAA Kāta sha: ASEM: | p. 403, 


Mysore Edn. Manikyacandra’s gloss on the K. Prakasa. 


It is accepted by logicians that in one’s apprehension of 
an object there are really two kinds of awareness, one of the 
object itself as such and another of the object as possessing a 
name and as belonging to a class. Perception is thus indeter- 
minate and determinate, Nirvikalpaka and Savikalpaka. 
Somewhat similar to this, there are the two apprehensions of 
an object by a poet endowed with penetrating imagination and 
by an ordinary man. The latter sees what is but the common 
nature, Sāmānyarūpa, of an object; the expression which he 
uses in communicating about that object communicates only 
the ordinary nature of the object. But the imaginative eye of 
the poet which is like a Yogin’s vision or a divine third eye, 
sees a special aspect of the thing, not with reference to its 
common nature, but details whose presentation reveal a 
wondrous picture of it. If we understand Mahimabhatta’s 
Sāmānya and Visesa Svabhāvas in such a general manner, 
his verses do not offer any problem for interpretation. 
The commonplace Svabhāva of thing will be the scientific 
facts about an object, its attributes as pertaining to a class ; a. 
bald statement of these as in qq adad: etc. would not 
constitute Svabhāvokti Alankara; this ordinary nature of the 
thing is the fact available in the world and forms the material 
for the play of the poet’s imagination and fancy ; it is the 
Alaùkārya. The striking and special aspect of the thing, its 
Visista Svabhāva, which the poet's eye alone sees and his 
imagination alone embodies in words of poetry, is the object of 
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Svabhāvokti Alankarana. In as much as this Visista Svabhāva 
is not ‘Siddha’, but is ‘Sadhyamana’ through the play of the 
poet’s Pratibha, it is Alankāra. The drab matter of fact 
Svabhāva is out of the scope of any Alankara. Hence did the 
previous writers also insist on Jati being Agramya, Pusta, 
Cāru and so on. Ruyyaka calls this Sūksma svabhāva and 
Vidyādhara, Uccais svabhāva. Kuntaka would, however, 
reply that he is still unanswered ; for, to him, it is the Visista 
svabhāva that forms the Kavya sarīra and the other Svabhava 
is out of account in a discussion in poetics. 


AKG Vela Texas Aa NARA- 
Ralea a MaRa aAA- 
vararfasmudgen daag RAA | V.J. I, p. 135. 


Artha in Kāvya is, by necessity, Sundara : aT: dS IR - 
tqeqeayeat: | I. 6, V.J. The Visista Svabhāva varņanā is a 
case of the Vastu itself having the reguisite Vakratā. But to 
others, as has already been said, this Vakratā which is surely 
a result of the poet's power and is not something existing 
there already, is reason enough to call the case an Alankāra. 

Ruyyaka has something special to contribute to the study 
of Svabhāvokti. He has touched an aspect of the guestion 
not dealt with by others. It is his distinction of Svabhavokti 
from Bhavika. It is, however, a question which cannot be 
gone into fully except after a survey of the history of the 
concept of Bhavika from the beginning and for this reason 1s 
reserved for the next chapter. 


! Cf. Apusta dosa and Niralankara dosa (in cases where the 
Sāmānya Svabhāva is given) in the Dosa prakaraņa of the books. 
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BHAMAHA says at the end of his Alankāras: 

qra sg: carats up | 

JAAT ZA Bed STD mmm: I 

CN Ce es 

fatangatie Paat: alor Rda | 

qeataeal AA qr wd TAA || III. 52-53. 

Bhāmaha here speaks of a concept which he calls a Guna, 

not of Vakya, but of the Prabandha asa whole. As it has 
been treated of at the end of Alankaras, we have to suppose that 
Bhāmaha considered this also as an Alankāra, with this differ- 
ence, that while the rest were restricted to a Vākya, this was 
pervasive of a whole part of a poetic composition or of the 
whole composition itself. As a matter of fact, Bhamaha calls 
this Bhavikatva an Alankara in the beginning of the third 
chapter: 

and a AREER gus: III. 4. 


That Bhamaha considered this Bhavikatva described as a Pra- 
bandha guna as an Alankara is confirmed by the words of the 


Jayamangala on Bhatti also: 
MARIER: AAA SH: | 
What is this Bhavikatva ? Bhamaha defines this as the 


quality which pertains to that part of a composition where the 
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ideas of the past and the future presented by the poet are so 
vivid as to look like belonging to the present. The term 
* Prabandha' may be rendered here as ' that part of the poem’ 
on the force of the word 'yatra' and on the basis of the 
Jayamangala which points out only one canto in illustration 
of this Bhavikatva. But it seems that Bhavikatva is really a 
quality of prime necessity which all great and good poetry 
should, from beginning to end, possess. The poet is like the Rsi 
who brings through the power of his vision the past and future 
into the present. 


afarian al | 


mle yaaa adaraastiēma LI 

Anargharaghava, II. 34. 
As one reads the poem, it should begin to live before his eyes: 
that is, it should appear before the mind’s eye of the reader 
that the story is happening in his very presence. It is this 
*pratyaksàyamanatva' which the Arsa-Sahrdayas who listened 
to the inaugural recitation of Valmiki’s epic said that the Adi- 
kavya possessed : 


Parfracacaad saga TA | 1. 4. 17. 


Such a ‘reality’ called forth by ‘imagination’ seems to 
be called by some word derived from bhava: bhava itself or 
bhāvanā or bhavika or bhāvita, or udbhavana. In this con- 
nection it should be pointed out here that the twelfth anga of 
the Lasya is called bhava and bhavita and that it is defined as 
an ‘imaginary vision’, in which, having seen her lover in a 
dream, the beloved supposes him to be present with her and 
begins to give expression to consequent emotions: 


sagata (Ju SARA saat: | 
Ch. XX, sl. 139. Kasi Edn. 
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EET wa Ēri ga aTe | 

NO > A 
«tīfa Afaa waa d8 wifaagend ll sl. 152. ibid 
Abhinava, who does not accept more than ten Lāsyāngas, refers 
to others who proposed two more Lāsyāngas and here, he gives 
the Bhāvita as Bhāvika. 


arā faai urfam RUKGSAHIE:, Iola "d etc. 
p. 510, vol. II, Abhi. Bhā. Madras MS. 


In the Bhā. Pra., S'aradatanaya also gives it as Bhavika. | 

To return to Bhàmaha,—the means to achieve this Bhavi- 
katva arè mentioned by Bhamaha in the second verse. They 
are three: citrodattadbhutarthatvam, kathayah svabhi (or vi) 
nītatā, and sabdānākulatā. Of these three, it seems the 
second should be taken first. There does not seem to be any 
reference to drama or Abhinaya here, in the expression * Kathā- 
yah Svabhinītatā” There, is a reading. ‘svavinitata’ which 
the Jayamangalā supports. It simply means that the story 
should progress very smoothly and with gripping interest, 
there being no hitch, no vagueness and nothing mystifying. 
Then comes the first means which applies to the ideas with 
which the story is worked out; the Arthas should be striking 
and exalted enough to capture the imagination. Then comes 
the third means, which refers to the verbal expression which 
should not be ‘involved’ or such as to prevent a quick grasp of 
the ideas or the story.” i 

!In the Sāmānyābhinaya chapter (24th, Kasi Edn.), Bharata 
refers to two kinds of drama and its presentation (Prayoga),— 
Abhyantara and Bahya. In the definition of the Abhyantara Natya 


prayoga, we find ideas similar to those by which Bhamaha defines 


Bhavikatva. 
SPATIAL HAUSA | 


adieu ware AANEEN g dā. ll S1. 71. 
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Bhatti, as interpreted by the Jayamaīgalā, considered 
that primarily poetry must have Prasāda ; hence, when after 
illustrating grammar he comes to the illustration of poetics, 
he calls the section Prasanna kanda. Next to Prasāda are the 
Alankaras ; then comes Mādhurya guna illustrated by a descrip- 
tion of dawn ; next appears a canto, the 12th, which is said to. 
illustrate Bhavikatva. The Jayamangala here says that Bhavi- 
katva is an Alankāra mentioned as pertaining to a whole com- 
position and not to a sentence; and it results from the ideas 
being ‘wonderful’ and so on. It then quotes Bhamaha’s two 
verses on Bhavikatva and concludes that in that canto of 
Mantranirnaya, deliberation in Ravana's court, Bhavikatva 
must be held to have been illustrated. 


qarag sacafisa om: | aati (garufāsu 
St imga: 1) a adsa: safaeaa: | qur AA, 


(the two verses of Bhāmaha guoted above) ata | qu mea- 
Adaa zea aa du 


To begin with, this canto has 5 verses addressed to: 


Vibhisana by his mother, sls. 2-6. These five verses are said 
to illustrate Udattarthatva. Inthe discussion and counsel that 
follow, one must look for the other features, 9TH: afaatadl, 


FeqlalHedl and Paargalaca. Says the Jayamaügala : (p. 307, 
N. S. edn.) 


AM garda saris | Ed gūt 
Teac ay | Parga 
aga | ada galda aage aaga DITS 
TARNA] ZESHH || 
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The Jayamangala says here only one definite thing: that 
the svavinītatā of kathā means ‘ subodhatà ', easy understanda- 
bility of the story. Beyond this, we are not able to know 
what exactly in this canto answer to the conditions Udat- 
tartha, Citrartha, Adbhutartha, Kathayah svavinitata, and 
S'abdānākulatā ; nor are we able to see how in this particular 
canto, things of past and future are made to appear as present 
ones. It is needless to add that Mallinatha is of less 
help here. 

Dandin also, like Bhamaha, calls Bhavikatva or Bhavika, 
a Prabandha guna. He has three verses on it, at the end of 
his Alazikaras and in these verses, there are ideas not found in 
Bhamaha. 


rf a (Ad) AR sie: sarafamd gum | 
(1) aa: KĀRTA: paaa AARAA: or 
pedaf aad: N 
(2) wwe aii RANT | 
Ragonat aaam (3) WAIN (4) N 
(5) sargam mia TĀ ada: | 
qama aAA agra faz: o 
If we leave the initial agreement in calling it a Prabandha 
guna, we find that there is nothing of what Bhamaha said in 
Dandin’s description of the Bhavika. Perhaps, the fifth idea, 
the clear appearance of even a deep lying idea by the force or 
the sequence of the expression, contains a faint echo of Bha- 


maha’s idea of past and future being as alive as present, 


gaal sa eed zara yaaa: | All the other ideas in Dandin 
numbering four turn on the derivation of Bhavikatva from 
Bhāva, so clearly stated in idea number one. The several 
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parts or sections of a composition being mutually helpful, 
avoidance of the needless details, descriptions only at places 
proper for them—all these are ideas of Aucitya, common in later 
days but striking in an early writer. All these ideas of Aucitya, 
flow out of the idea of the poet (kavibhāva) and Dr. De finds 
herea EIE SED (as Ananda would say) of the zsthetical problem 
of poetry being the expression of the poet's mind, with which, 
he adds; western poetics is so much concerned and Sanskrit 
poetics so little. But what Dandin actually meant by Kavi- 
abhipraya can only be conjectured ; and the commentators are 
of little help. It is however clear that Bhavikatva was in 
vogue among critics in the pre-Bhamaha days and that when 
we come to Bhàmaha and Dandin, already guess-work had 
started. Dandin’s Bhàvika as Kavi-abhipraya, the mutual 
helpfulness of parts etc., died with him. No later writer 
revived it. For the later writers, the Bhavika was what Bha- 
maha gave them through Udbhata. 

Ubdhata made it a definite Alankāra casting of the ad- 
junct, Prabandha guna. He defines it towards the close of 
the sixth varga, in a single verse : 


TAG zd AAA garā dauīfās: | 
HAGA: ARGAIA MAFA || K.A.S.S. 


Bhavikatva has now definitely become bhavika. Udbhata 
felt that in the expression, Citrodattadbhutartha, there is much 
redundance ; he satisfied himself with a single qualification of 
artha, Atyadbhuta. He left off Bhamaha's second condition, 
‘kathayah svabhinītatā” Perhaps honesty is responsible 
for Udbhata’s omission of this un-understandable bit. 


‘See his Intro. to V.J., p. xx, Skr. Poetics, II, p. 63, f.n., and 
Pathak Com. Vol., p. 355. 
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* Sabdanakulata’ recurs here as ‘ vēcām anākulya” The main 
definition of Bhāvikā given by Bhamaha, the present-like 
appearance of the past and future, is retained by Udbhata. 
Pratīhārendurāja occupies an important place in the 
history of Bhāvika. At his hands the concept reached its 
widest interpretation. While commenting on Udbhata, he 
quotes and explains Bhāmaha's two verses on Bhāvikatva ; and 
Dandin’s explanation—bhavah kaveh abhiprayah—is also 
found absorbed in Pratīhārendurāja's imaginative exposition 
of Bhavika. ‘ Vacdm anākulya” in Udbhata and ‘ S'abdānā- 
kulatā” in Bhāmaha are interpreted by him as the quick deli- 
very of the meaning, a quality of the words allied to Prasada 
and Arthavyakti; Prasáda and Arthavyakti are to be included 
here in this Bhavika and not vice versa, as Ruyyaka adds. 


qa aranea exeadacavfeaetenfirgstes]d(sae et, 
FIDIoPEHSETEGU | Pratīhārendu, p. 79.' 

[area aaga, START, FATE 
J: Ruyyaka, A.S.) 


Pratīhārendurāja makes Bhāvika the very essence of Rasa- 
realisation. It has been pointed out by Ananda (Dhva. À., 
II, xi, p. 82) that Prasāda is pre-eminently necessary for 
rasa-realisation. The second condition RII: rafritaaī is 
directly related by Pratihārendurāja to Rasa-realisation by inter- 
preting ‘svabhinitata’ as referring to the clear presentation 
(abhinaya) of the Rasas. 


andaan aeRīftadaiēmā siga aet 
SWH | p. 80. 


! Edn. Banhatti, 1925. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


124 SOME CONCEPTS OF ALANKARA S'ASTRA 


The other condition of Artha being Citra, Udatta and 
and Adbhuta is emphasised by Pratiharendu as a feature of 
Artha corresponding to the feature of S'abda called S'abda 
anakulata. 


AT] AA JANSA THT Eg: TT 
ajaa fadterulafnamtaggaugad ZEAR | p. 80. 
Īdeas should be exalted, expression transparent and emo- 
tion graphically presented. When these are there, the Sahr- 
daya’s mind realises completely the poet’s mind mirrored 
in his poetry. Thus Pratiharenduraja touches Dandin’s 
wa: qama: and Bhatta Nayaka’s AAMIR. It appears 
Pratīhārendurāja's idea of Bhavika has affinities with the 
concept of Imagination, lying at the basis of not only poetic 
creation but also of the critic’s aesthetic re-creation of poetry 
in his enjoyment of it. Pratīhārendurāja actually says that 
Bhavika refers both to the poet and to the Sahrdaya between 
whom a Circuit of experience is completed. 


—afiradadifaaritat | gai fe wen ea: darit at 
aa: aaa: mR ARa 
qada deca: afl: wifes auesrausfefafisqeu- 
qa agad | Aart fe deae qe A- 
qaii seai eA aa datafi | aa: PAA- 
saaa: agradtzar vat artist aaia ngA: oat: 
AAAA Waal Za ead | i . 
qada aatgarafgaaden (fH) sare ane gE- 
SHH | Ha wa aa afta wae square 
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TERA fear waaa: waska zfu 
APA | dare: — 


TS FI AS zai | 
argiftīgastt sfafüce grad di 
dfaa oai aa AAEM: | 
Aa aaraa: Be agi wi Asta |di 
. || pp. 79-80. 


Udbhata’s illustration is a verse in which reference is 
made to a damsel having had (bhita) collyrium in her eye, and 
to her future (bhavi) wearing of ornaments! Pratīhārendu no 
doubt offers some comments on the illustration but what a far 
cry from the great concept of aesthetics that Bhavika is to him 
and to what is said to be illustrated in this verse ! 

Mammata' takes his idea of Bhāvika from Udbhata, but 
in his definition, he omits two ideas: first, the qualification of 
things by the attribute aagal: and second, the means, dfi'dTH. 
aaga. Marnmata’s illustration is much the same as Ud- 
bhata’s: the lover says that he can see that there was collyrium 
in the lady’s eyes and he can imagine also how she will look 
when she is adorned with ornaments! It is however not the 
mention in so many ideas and words of the past and future 
that is meant by Bhāmaha when he says that Bhavika is the 
quality which makes the past and future event so vivid as to 
appear like happening before our very eyes. But through 
Udbhata, and Mammata also, a great concept of aesthetics fell 
to the place of a narrow rhetorical figure of a Vakya. 


''Bhāva' alankara in Rudrata has nothing to do with the 
Bhavika of this chapter, which is absent in Rudrata. 
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When Bhavika was reduced to this state, trouble arose 
and writers had to show that it did not overlap two others, 
viz. Svabhāvokti on one side and Rasokti on the other. 
Mammata’s commentator, Vidyācakravarttin, explains why 
Mammata omitted from his definition of the Bhavika the 
statement of the means, S'abdānākulya : When things of the 
past and future are visualised, there are two possibilities: The 
things by themselves may possess a power and beauty where- 
by their mere mention may make them look like being actually 
present before us; or this quality of their becoming vivid 
enough to appear like things of the present may be wrought 
in them through the extraordinary gifts of expression in the 
poet, 's'abdānākulya * etc. To Bhamaha and Udbhata, only 
the latter cases were Bhavika ; for to become an Alankara, a 
poet’s powers must have added something. Mammata how: 
ever thinks that both cases are Bhavika; though it is true 
that for an Alankāra there has to be something wrought 
by the poet, we have ‘Svabhavokti’ where the beauty is 
more or less ‘siddha’; even so, a presentation of such 
past and future things as possess an innate beauty and power 
is also a case of * Bhāvikālankāra * ; otherwise, we will have to 
commit the flaw of logical gaurava by creating a new name 
for this variety. Ruyyaka, in his Alankārā Sarvasva, first 
follows the older writers, but in the end quotes and recon- 
ciles Mammata to the older position, by accepting two 
varieties of Bhāvika. Vidyācakravarttin here takes Visvanatha 
to task for not understanding Ruyyaka properly and this has 
been set forth by me at some length in a note in the Annals 


1 This statement of Bhamaha’s and Udbhata’s view of Bhavika 
by Vidyācakravarttin does not seem to be wholly correct ; for, by 


the adjuncts EEEIEE and Aga: (arat:), both Bhamaha 


and Udbhata mean that the things, by themselves also, must have 
something striking and gripping. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 
HISTORY OF BHAVIKA 127 


of the BORI., vol. XIV, pp. 251-2, 254. It is needless to 
quote Vidyācakravarttin's text here. (T.S.S. edn. of the 
K. Pra., pt. II, 346-7). 


It was seen in Pratīhārendurāja's exposition of the 
Bhavika how this concept became, at his hands, the very soul 
ot Rasa-realisation and how, on reading it, our minds went to 
Bhatta Nayaka’s Bhavana, and the concept of Imagination. 
See Ruyyaka : 


——afandt wa aaa: Aah afafracareitfā war 
waa wage fate, atsaredte | 
— had RIAA feq: UAA | aT 4 DN- 
aami aguda | ARa nA wae | 
pendi 4 AAAI | UI a aT AETAT, 
FARA aaa ef OTSA | 
Pp. 221-223. T.S.S. Edn. A.S. 


which Bhatta Gopala reproduces thus in his gloss on the 
K. pra.— 


wad waa guga fanaa ERU 


qama aa ARa PARTANT: | 
p. 347. T.S.S. Edn. II. 


This relates Bhāva or Bhāvanā more definitely to the 
reader also, even as Pratīhārendurāja did. 

To begin with, Ruyyaka also defined (in the Sūtra) 
Bhāvika as simply as Mammata, as the ‘ Pratyaksāyamāņatva” 
of *bhūta' and * bhavi’, without mention of the means S'abdā- 
nākulatā. But, in the Vrtti, he mentioned the * Adbhutatva” 
of the ‘ Artha’ and the ' Anākulatā' of the *sabda." Ruyyaka 
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then points out that this Bhavika cannot be mistaken for or 
included in Bhrantiman, Atisayokti, Pratiyamana Utpreksā, 
Kāvyalitiga, Rasavān and Svabhāvokti. Among these, we 
shall concern ourselves only with Ruyyaka’s distinction of 
Bhāvika from the last two, Rasavadalankāra and Svabhavokti.' 

The gloss on Udbhata published as Tilaka’s in the GOS, 
points out how the Bhavika would collide with Svabhavokti 
and Rasavadalankara. 


EN E m D - he" a 

Was AAAA Wa RANAR- 

fafa sumere alai: | agaga AA aeaa 
magas NAIA: p.51, GOS. Edn. 

Svabhāvokti and Rasavad (i.e, Rasokti as Bhoja would 
say) are easily distinguished. They are both direct and gra- 
phic presentation, the former of objects and the latter of 
emotions. The former creates a Vastu-samvada in our mind ; 
it rouses a mental image. The latter creates a Cittavrtti-sam- 
vada, an emotional image. 

a A ERAHWIEHIATD AARRE ARÄ: | IA- 
Haan aa: ARAE asses | 
A.S. Ruyyaka, N.S. Edn. with Jayaratha’s gloss, p. 181. 
zada f£ aguR Ra: | aa camara 
Sram: gaid: | Jayaratha’s Vimarsinī on the A.S., p. 181. 
From Mammata as explained by Vidyācakravarttin, we 


understand that the difference between Bhavika and Sva- 
bhavokti is firstly, in point of time, 4.e., things in Bhavika 


* See the closing section of the previous chapter on Svabhavokti. 
Ruyyaka shows how Bhavika differs from Prasada guna also. 
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are either past or future; and secondly, in the restricted 
scope of Svabhavokti, which can describe only an object’s own 
natural form and action, (Svakriyārūpa varņanā). But Ruy- 
yaka says that Bhavika differs from both Rasavad and 
Svabhāvokti in being an objective realisation in which the 
reader sees a thing as a yogin (bhinna sarvajfia) sees the 
past and future; in Svabhavokti and Rasokti, the limiting 
contextual references get sunk; subject-object duality merges 
and not only is there a generalised or universalised experience 
(Sadharanikrta) with reference to the characters presented in 
the poem or drama, but there is also, for the time, a 
loss or forgetting of the individuality of the reader or the 
spectator. 


aai TR TATIAT AAA MSPR: | KaTfā- 
Aai aga feat armor ggadeifāaam 
quest A ga Wa | ZE d Tew WR 
epeam feda id: |. arti agm- 

D T e 

agada cafe cet AeA 
amà ggzdargduama | zz SURAT Sep HTT 
areia a qà: | p. 224, A.S., T.S.S. Edn. 

Ruyyaka adds another difference between Bhavika and 
Svabhāvokti: in the former, only a miraculous (adbhuta and 
lokottara: see his illustration Bfewiald etc.) incident figures, 
whereas in the latter any ordinary idea. But this difference 
he casts off at once by saying that there may be cases of viU 
realisation of even ordinary things of this world, but then it 
would be a Bhavika with an element of Svabhavokti. Surely 


Ruyyaka does not mean that geca alone: in such a case makes 
9 
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up the Bhavika and the Vastu being laukika makes up the 
Svabhavokti.' 


ewe Aaram agai eects A arf 
dk THAN: AL | pp. 224-5 Ruyyaka, A.S., T.S.S. Edn. 


So, the main difference by which Ruyyaka would distin- 
guish Bhavika from Svabhavokti and Rasavad is that in the two: 
latter cases, the Pratīti is Sādhāraņa. But this again is a thin 
prop, to be given up. What kind of realisation in poetry can 
there be without Sādhāraņīkaraņa? This universalisation has 
to come about, even in the case of Bhavika. Ruyyaka no doubt 
knows this but he adds, that when this Sādhāraņīkaraņa floods. 
the heart of the reader, the Bhavika becomes Rasavad. 


Hea g aaa pR RAAN 
AWA WAGER: WT | p. 224, A.S., T.S.S. Edn. 


1 As Samudrabandha mistakes in his gloss, pp. 224-5, T.S.S. 
Edn. $ 

? (a) Māņikyacandra adopts Ruyyaka's distinction of Bhavika 
from Svabhavokti and Rasavad. See p. 408. Mysore Edn. of the 
K. Pra. 

(b) Hemacandra says that Bhāvika is either Svabhāvokti or 
some feature pertaining purely to drama; that if itis pointed out 
to be present in Muktakas, it is not found to be delectable! p. 293, 
K. A. Vyā. A 

(c) Since Bhāvika is said to present pictures separated by 
time, the Candrāloka adds a kin-alankara called Bhāvikacchavi for 
presentation of things separated by space. 


Xaas «uid aR: 1 
cd Ae RA TET: gA V. 114. 

(4) For the connection Bhāvika bears to the clear presenta- 
tion and realisation of rasa, see the following verse of Sri Harsa in. 
his Naisadhiya carita : 

gaaat- 
SPAR ANR fr: n XIX, 1. 
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THE history of the concept of Riti has three stages: first, 
when it was a living geographical mode of literary criticism; 
second, when it lost the geographical association and came 
to be stereotyped and standardised with reference to subject ; 
and third, its re-interpretation by Kuntaka, the only Sanskrit 
Ālarnkārika, who with his fine literary instinct and originality 
as evidenced on many other lines also, related the Riti 
to the character of the poet and displaced the old Ritis by 
new ones. 

Like national characteristics, there are also provincial 
characteristics in manners. These are studied by Bharata in 
the concept of Pravrtti as part of the complete understanding 
of the world in its infinite variety, of which Natya is an 
Anukàra. The concept of Pravrtti in manners is Rīti in 
speech, in literature. Rīti is literary manner. We first hear 
of it in Bana. In the introductory verses at the beginning of 
his Harsacarita, Bana remarks that certain parts of the 
country produce literature marked by certain characteristics. 


JAJAA sdieeqdnama, | 

salar aAA mecaateen: ll 
! See my paper on Lokadharmi, JOR., Madras, VIII, pp. 63-64. 
* Rājasekhara works out this relation between Pravrtti and 


Riti in his mythological manner in his Kavya Puruga's marriage 
with Sahityavidya. K. M. Gaek. Edn., pp. 8-9. 
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There is no absurdity in such a geographical study; it is 
natural. With the Orient and India in particular, the 
western writers associate opulence, extravagance, colour and 
exaggeration. These strike them as the eastern manner in life 
and literature. So also, Bana, speaking of the different parts 
of this country, remarks that the northerners write nothing 
but double entendre, the westerners, the bare idea; the 
southerners roll in imaginative conceits while the Gaudas 
(easterners) make a display of wordy tumult.’ But immediately 


' Bana says in this verse that it is the westerners who write 
the bare idea with the least flourish. The bare idea, Arthamatra, 
has its opposite in Pallava. Bald idea is the flaw calleG Apusta 
and similarly, too much Pallava is a flaw at the other extreme. 
Beautiful Pallava, says Ratnesvara in his commentary on the 
Sarasvatikanthabharana (S. K. À.) II. p.157, is the essence of 
poetry. He quotes here two anonymous verses, according to which 
it is not the westerners (as said by Rana) but the Northerners, 
Udicyas, as contrasted with the Daksinatyas or Vaidarbhas, that 
give the bare idea. 


* gzagfīša R aveadt agenasa 1 

anastaa Stag Beg 3: 1 

BEER: deu: Gea ci TAA Ul 

aad g aged aAa Qu | 

yaaa IARAA: efanféqn, U” 
The Vaidarbhas or Dāksiņātyas enrich their expressions. Excess 
of Pallava would however merit criticism at Bhamaha’s hands in 
the words fitegaaeri 4gĻUINIgGA and Mahima would condemn 
it as Avakara. Ratnes'vara refers only to the beautiful Pallava 
which keeps within limits as in the Vaidarbhas’ expression. 
Ratnesvara considers the Vaidarbhas as experts fit to sit in judg- 
ment on this subject. «farmer «iare: 1 mAT fa ARAR- 
asmamnRg dar gi p. 28. S. K. A. Vya. It is the vicious 


Pallava which has prolix words and little idea that Srīharsa de- 


scribes as the poison of speech. Fewest words for the greatest 
effect is, in S'riharsa's view, the climax of style. 


am Bw: warded, fad aan o aer fe RATT | 
Naisadha, IX, 8. 
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Bana thinks that the best writer combines all these four 
qualities in the best manner. 


aasa sfera. Base: eol Ta: | 
farmers RAHA TOA || 


The hare idea is stale but a novel turn given to the idea makes 
it striking: Navo'rthah. The natural description of things as 
they are, Jati, can be effective, if the discription is not bald and 
ordinary, Grāmya. The S'lesa of the Udīcyas is welcome but 
it should be ‘ Aklista’, not forced. The Aksaradambaca of the 
Gaudas has its own beauty but, all this has any beauty 
only if Rasa is transparent in the piece, sphuto rasah. 
It is very difficult to combine these virtues; but when 
one achieves it, he is a great writer indeed. In these 
two verses, Bàna has spoken of four different styles, 
each definite and distinct, with its own emphasis on 
one particular feature, but has voted for casting away 
an over-emphasis on each of these four characteristics 
and for moderately and appropriately combining them 
into one good style which looks like the Nisyanda of 
the four. 

When we first have some record of the habits of 
literary criticism, we find two names, Vaidarbhi and Gaudi, 
characterising two styles of composition. The north and the 
west of the verse of Bana are lost. Two main distinguishable 
styles had stayed, the other two having lost their individuality. 
The Dāksiņātyas of Bana are the representatives of the Vai- 
darbhi and his Gaudas represent the Gaudi style. We have 
it as a tradition in Sanskrit literature that the Vidarbha coun- 
try is the home of grace and beauty. Bharata speaks of the 
beauty, Saukumārya, of the southerners in his Daksinatya 
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Pravrtti' Though most of the provinces in the south are includ- 
ed by Bharata under Dāksiņātya, the chief place of the Kaisikī 
vītti and the Dāksiņātya pravrtti is Vidarbha. The concep- 
tion of the Dāksiņātya composition as abounding in Utpreksās 
found in Bāņa had changed and the Vaidarbhas had developed 
a graceful style. The Gaudas who were playing with sonorous 
sound in Bāņa's time developed their style on the same lines, 
with their love for Aksaradambara embracing high-wrought 
ornate figures also. Thus in course of time, circles of literary 
critics, Kavya Gosthis, discussed poems and writings in terms 
of the two Ritis, the Vaidarbhi and the Gaudi. There was 
prevalent a dislike for the latter, since it abounded in excesses 
of sound effects and figure effects. In this time appear Bha- 
maha’s views on the two Ritis, disapproving of the method of 
criticism based on the two Ritis which called the Vaidarbha 
good and the Gaudiya, bad. It must be accepted that the 
Vaidarbha had many graceful features, was simple and sweet, 
with restraint in adornment, while the Gaudiya which began 
as a style distinguished by ornament, overdid it and deteriorat- 
ed. Bhamaha said: one need not condemn the Gaudi, nor 
praise the Vaidarbhī. They are two styles of writing, each 
characterised by certain distinguishing features. Provided 
the writings in either style have well developed thought ex- 
pressed in fine turns, not vulgar or insipid, and uninvolved, 
both are acceptable. Without these general features of good 
poetry, it will not be acceptable even if it is Vaidarbhi. If 


‘ea ofan dx agram WÍARRISTSI ARS SAT frat 
Bharata, N. S'. p. 147. K. M. Edn. 


Kuntaka refers to the natural sweetness of southern music. = 
a g qma Rgn Ra aaa deg eaparqeed ag were | 
p. 46. De’s Edn. V. J. 


Cf. also the Vaidarbha-vivaha-nepathya referred to by Kalidasa 
at the end of the Mālavikāgnimitra. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


RĪTI 135 


these good features are present, it is acceptable, no matter if 
itis Gaudī. That is, Bhāmaha wants to end indiscreet literary 
criticism led as if by the nose by these two names, Vaidarbha 
and Gaudiya. Both styles have features which can be over- 
done; consequently both have their vicious counterparts. 
Thus the sweetness, simplicity and the unadornedness of the 
Vaidarbhi can easily deteriorate into cloying liquids and nasals, 
and bare idea of insipid ordinariness. This is what Bhamaha 
says and it is but a sane view: 


AQUA TAA BAS | 

fad uf (Bad) g Fas fure II 
AFENAGI TAA, AÀ APAAATASY | 

ddaf aria: AAA (af) AFAA |1 I. 34-35. 


The Vaidarbha need not adorn itself very much ; but a mini- 
mum of Vakratā is needed to avoid Grāmyatā. When one 
has to praise a thing, it is neither enough nor beautiful to 
simply say, without adopting telling turns of expressions, 
‘very much’ etc. Says Bhamaha : 


a frararmāv sed rer PRIR | 
amaaa aR aaMegata: 0 1. 36. 


Thus, accepting the current habit of distinguishing writing 
into two styles, Bhāmaha would argue that both are acceptable, 
if they do not overdo their distinguishing features and possess 


the more general and necessary virtues of all good composi- 
tion. He points out the possibility of a good handling of the 


lq famen RATA is not understood by D. T. Tatacharya 
i i a ānavrtti. 
Slromani, in his Sanskrit gloss on Bhamaha called Udyanavt 
See p. 17. fafag farafarasfā | qa OATH | WI d HAR, | 
"Then he tries to give some explanation. 
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Gaudr and similarly the possibility of a bad Vaidarbhī. He 
would not stress these two catchwords very much but would 
emphasise more the other features of greater importance which 
all good composition should have, viz., Sfogdcd , AAFAA, 
TERA , =qacdy_ and Aalgecd. From this, we can now pass 
to consider the final position of Bhamaha. As one who 
emphasises the above given features of all good poetry, 
Bhamaha does not propose to accept unthinkingly the 
differentiation of writing into Vaidarbha and Gauda at all. 
His is a double protest. First, it is against the partiality for 
the Vaidarbhī and the aversion for the Gaudi. He says: a lay 
and blind world repeats what one has said, praises the 
Vaidarbhi and condemns the Gaudi, even when the Gaudi is 
good and has good idea, sadartham api. Thus pleading for 
the possibility of a good Gaudi with the auxiliary argument of 
the possibility of a bad Vaidarbhi, Bhamaha says that, per- 
sonally, he would not attach much importance to the two 
names Vaidarbhi and Gaudi. As one who cares for the greater 
virtues of good poetry in general, he says that he accepts such 
composition as possesses those good qualities. He says that 
he cannot distinguish two styles and that such a thing is non- 
existent. But his opponents point out that, as for instance, 
the Kāvya (lost) called the Asmakavamsra is Vaidarbhi. His 
reply is, * All right, call it whatever you please; one gives 
names as he pleases and that does not matter much. There is 
no special kind of poetry called Vaidarbhi. All poetic writing 
is accepted because it is adorned by Vakrokti. 


ah aaa datāafēras || 
dgdarmg rifa nene GĒRISĀ | 
dad 4 fe saa: Kadafi «TATA |i 
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Meada ifa fi x | 
TAP AHA SHRETGHHHSI | 
ag wears ANA rad | 
Hl GIT mAN dzeoīdi fastu |) 
I. 30-33.. 


From these verses of Bhamaha on the two styles, we can 
gather that in his time, some writers had held the Vaidarbhi 
as the better style and the Gaudi as the worse. Of the Vai- 
darbhi also we glean that srafauts, aaa, gara, Asa, 
Ameza and SASSA were considered by those writers as. 
the distinguishing features. Vide sl. 34. If these ideas are 
stuck to too much, Vaidarbhi deteriorates: If the Artha is. 
entirely Apusta, Avakra and Prasanna, it is insipid as ordinary 
talk. If it is very much addicted to the habit of giving a sense 
of sweetness to the ear alone, it is only like some song, heard. 
and forgotten. 


ait ad gafa mop wa asta AFARA di 
Nilakantha Diksita in his S'ivalīlārņava, Canto I. 17. 


mata ato aft As arafa arer: gaatsft aga LI 
Ibid., Canto I. 14. 


In a similar manner we can also glean from Bhāmaha's 
remarks what features were attributed by writers of his time 
to the Gaudi, by writers who condemned it. These features. 
can be gathered from verse 35 and they are Atyalamkāra, 
Akulatva etc. The Gaudi they condemned had too much 
Aksaradambara and was Akula, at the sacrifice of idea, Anar- 
thya. This current of criticism against the Gaudī continued 
to flow, despite Bhamaha’s efforts to stop it. The good Gaudi 


envisaged by Bhāmaha was however not demonstrated, in all 
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probability, by the representatives of the Gaudi and so the 
‘Gaudi came to mean a bad style, with excess of S'abda and 
Artha Alamkara, poor in idea, hyperbolic and involved in ex- 
pression. It is this Gaudi that is the antithesis in the first 
pariccheda of the Kavyadarsa of Dandin. By this time, the 
names had not yet become non-geographical ; for Dandin often 
refers only to the people of the east and the south, while 
referring to the two styles and not, like later writers, 
to the stereotyped modes of style without any geographical 
:significance. 

It is often said that Dandin represents a school called the 
“Guna school.’ In Bhamaha, at the beginning of chapter II, 
we find three Gunas, Prasada, Madhurya and Ojàs, the former 
two going together as features of an Asamasa-sanghatana and 
the third, standing against both Prasada and Madhurya, as the 
Guna of Dīrgha-samāsa-sarnghatanā. While speaking of the 
two Margas, Bhàmaha mentions Komalatva, S'ruti pesalatva, 
and Prasannatva regarding the Vaidarbhi; and while commend- 
ing the good Gaudi, he says that it must be Anakula, which 
means that there must not be very long compounds. Besides 
this implied and traceable connection between the Gunas and 
the two Margas, there is no definite mention, in Bhamaha, of 
'Gunas as the constituting elements of a Marga. Dandin ex- 
pounds in the first chapter the Vaidarbha Marga which was 
considered the best style. It was so considered because of the 
presence in it of ten Gunas which constitute its life. Dandin 
generally says that the reverses of these ten Guņas are seen 
in the Gaudi which means bad poetry. A critical examina- 
tion of these ten Gunas has been made elsewhere by 
the present writer.’ Suffice it here to point out that some 


"See my thesis Bhoja’s S'rhgara Prakas'a, Vol. I, Part 2, Ch. 
on History of Gunas, pp. 282-293. 
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unas are given by Dandin himself as excellences of both 
Margas.' 

Dandin mentions the ten Gunas as the life not of poetry 
as such, but of the style called Vaidarbhi. If, on the basis of 
Dandin's formulation of Gunas, one says that he belongs to 
the Guna school, one can as well say that Dandin belongs to 
the Riti school. Really Dandin belongs to the Alamkara 
school, much more than Bhamaha. For, to Dandin, Gunas, 
Rasas, Sandhyanga, Vrttyanga, Laksana,—all are Alamkara. 
Apart from the word poetry, there is only one word for 
Dandin, viz., Alarnkāra. The full development of Dandin, as 
well. as of Bhamaha, is seen in two directions in Bhoja and 
Kuntaka.” 

In poetic expression there is always a finally analysable 
scheme of two definite styles, the simple and the grandi- 
loquent, the plain and the elevated, the unadorned and the 
figurative. In the former, natural description of emotion, 
men and things is given with minimum artificial decoration. 
Svabhāvokti and Rasokti, to borrow Bhoja’s classification, 
predominate in it. Colour, ornament,—Vakrokti dominates 
the latter. These two correspond to Dandin’s two styles; 
only the Gaudi is Vakrokti run riot. Kuntaka’s Sukumara 
Marga, which emphasises Vakrokti less, belongs to the former 
class. Kuntaka’s Vicitra marga marks an emphasis on the 
Vaicitrya that Vakrokti imparts. Aristotle also gives only 
two styles, the good and the bad, the good being so by any 
sort of virtue, i.e., good not only because of virtues of simpli- 
city, elegance etc., but by virtues of vigour etc.,also. His bad 


"Dr. S. K. De wrongly says in his Skr. Poetics II, p. 100: 
“The ten Gunas are non-existent in the Gauda. 
"Gee my Bhoja's Srhgara Prakāsa, Vol. I. Part 1, p. 123; 


Part 2, p. 417. 
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style is the frigid style, resembling exactly Dandin’s Gaudi, a 
style which overshoots its mark. The plain and elegant style 
of Demetrius corresponds to the Vaidarbhi of Dandin and the 
Sukumāra of Kuntaka. The elevated and the forcible of 
Demetrius resembles the Vicitra Marga of Kuntaka and the 
good Gaudi envisaged by Bhamaha. A 

It is said that what we call Riti is not anything 
similar to what is called in English ‘style.’ Dr. S. K. De 
says in his Skr. Poetics, II, p. 115: * It should be observed 
that the term Riti is hardly equivalent to the English word 
style, by which it is often rendered, but in which there is 
always a distinct subjective valuation." Again on p. 116: 
“But, at the same time, the Riti is not, like the style, the 
expression of poetic individuality as is generally understood 
by western criticism, but it is merely the outward presentation 
of its beauty called forth by a harmonious combination of 
more or less fixed ‘literary excellences’.” The word ‘style’ 
in English is not easily felt to be equivalent to the Sanskrit 
Riti mainly on two grounds: (i) It is said that while the 
English Style in all-comprehensive, the Sanskrit Riti com- 
prises only a fixed set of Gunas. (ii) Ritis as expounded by 
Sanskrit are only two or three or four or six, and are related 
to certain kinds of subjects or themes whereas the English 
Style is related to the author’s character. It is proposed to: 
make plain in the course of this study of Riti that it is neither 
impossible nor incorrect to render Riti by the English word 
Style, that Riti comprehends not only Gunas, but Alankāras 
and Rasas also, that Ritis are not so few as two or six but 
really as infinite as poets and that at least one or two Alanka- 
rikas and poets have related Riti to the poet. It shall also be 
shown that there are always two conceptions of Riti, a higher 
and a larger one and a lower and a narrower one, a subjective 
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one and an objective one, in relation to the poet and in relation 
to theme; and that this is true of the English Style also, as 
can be seen from its history in western literary criticism from 
Aristotle downwards. Actually, certain western writers find it 
not only possible but quite sensible and useful too, not only to 
classify style into a certain number of styles but also to relate 
these classified and standardized styles to subject or theme. 

As observed above, though Bhamaha does not definitely 
give in so many words the relation of Gunas and Riti, we can 
clearly see that his verses imply the theory of Riti as based 
on the Gunas. For he speaks of Komalatva, Prasannatva and 
Srutipesalatva regarding the Vaidarbhī. But Bhāmaha does 
not stop here. He speaks further of Arthaposa, Vakrokti, 
Arthyatva, Nyāyyatva and Anākulatva as features of a style of 
acceptable poetry. Certainly these are comprehensive features 
and stand for the very complete manner of writing. When 
we analyse Dandin, we see that not only Gunas but Alankaras 
also go to distinguish the Ritis. He says that the Gauda 
mārga is characterised by Anuprasa which is a S'abdālamkāra. 
The flaw of S'aithilya, the reverse’ of the S'lesa of the 
Vaidarbhi, is a result of Anuprasa. 


egere far AARE ARATA, | I. 44. 
Again, speaking of the reverse of the Guna called Samatā, in 
Gauda marga, Dandin says: 

KIA ava eg Rem | 

sgm FET TAT PATERN: || 1. 50. 
Madhurya involves S/rutyanuprasa. 
audi Riti in Theory and Practise in 


d Bhattacharya renders * Viparyaya' 
lication of the essentials of style. 


‘In his article on. the G 
1.H.O., III, 1927, Mr. Sivaprasa 
as misconception about or misapp. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


142 SOME CONCEPTS OF ALANKĀRA S'ASTRA 


qur fe warf: STET ART | I. 52. 


Anuprasa in its Ulbana varieties is specialised in by the 
Gaudas. 


gda «red META IRIA: | I. 54. 


As a matter of fact, Dandin treats of the S'abdālankāras only 
here. He treats of the Anuprāsa here and keeps over the 
Yamaka for the third chapter. The only difference is that the 
Anuprāsas of the Vaidarbhas are mild while those of the 
Gaudas are wild. 


gagas fa afsaracatay | 
sq g mga AA fÀ || I. 58. 


zany ae AA a aA | 
Aa AAAS aAA: MAAA || I. 60. 


The Guna called Udāra is no feature of the collocation like 
S/lesa. It relates to thought and the mode of its expression. 
When a noble and exalted description suggests a noble and 
exalted quality of the person or object described, it is called 
Udara Guna. This way of saying, so as to make the thing 
intended to be said deliver itself by implication or suggestion— 


Sea qur pPaafaeqad setae | 


is something beyond Guna and Alarnkāra. Nor is the second 
variety of Udara—S'laghyavisesana,—on a par with S'lesa. 
The Guna of Kānti is similarly of a superior nature. It refers 
to that method of expression wherein the author shows 


restraint and moderation and avoids hyperboles. The Gaudas, 
on the other hand, love hyperboles. i 
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ganag RRA nAaR | I. 92. 


Similarly Samadhi Guna brings in its train Samasokti 
Alarnkāra. Thus, an examination of Dandin shows that the 
Mārgas are characterised not merely by a set of fixed features. 
which pertain to collocation alone. The Gunas mean much 
more than what they seem to. The Gunas themselves must 
be clearly understood. Rīti cannot be demeaned by simply 
saying that it is called forth by a set of more or less fixed 
literary excellences. 

Vamana began grandly by declaring Rīti as the soul 
of poetry. He however defined Riti as  Padaracana, 
but qualified it with the word Visista. Vāmana is the 
first writer to give a classification of Gunas into those of 
Sabda and those of Artha. The mere excellences of Bandha 
are S/abda gunas; Rīti there is at its lower level. The Artha- 
gunas lift up Riti to the higher position. The Artha- 
gunas are comprehensive and reach up to Rasa. The 
Arthaguna Ojas, Praudhi of various kinds, Madhurya which is. 
Uktivaicitrya, S'lesa which is Ghatanā of various kinds, Kanti 
which is brilliancy of Rasas—these comprehend poetic ex- 
pression in all aspects. Vamana himself emphasises the 
Arthagunas : 


qai Adama | afar Jafa Il 
I. 2. 20, 22. 


Thus these so-called Gunas comprehend Bandhaguņas, 
Alarhkāras and Rasas. Demetrius, while describing each style, 
gave each certain Bandhagunas, certain kinds of Alamkaras. 
and certain emotional features also. 

Vamana defined his Gunas in such a way as to enable us to 
take them as characteristics of the best style of poetry. Gunas. 
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which would pertain only to another Marga were not brought 
in by him. So, he could define the Vaidarbhi as the best 
style by reason of the fullness of all these Gunas in it, Guna 
sákalya. So it is that he says that Paka or maturity of 
expression in Kavya is the clear and full presence, Sphutatva 
and Sakalya, of these Gunas. 

This view Vamana could hold by changing the meaning 
of some Gunas. To the two Ritis, Vaidarbhī and Gaudi, 
Vāmana first added a third, the Pāūcālī, another intriguing 
geographical name. The Gaudi in Vamana is not the bad 
‘style in Dandin. It is a good style in which all the Gunas 
of the Vaidarbhī are present; only it sheds some sweetness 
and delicateness and attains vigour and forcefulness. The 
Madhurya and Saukumarya of the Vaidarbhi are replaced by 
‘Samasabahulya and Ulbanapadas, with a greater degree of 
Ojas and Kanti. The Pāūcālī is the Vaidarbhi devoid of 
'Ojas and Kanti.’ Of these three, Vamana asks poets to 
practise and achieve the Vaidarbhi style of poetry. 


qai Gal SU, TIAA, A gere ARTA | 

I. 2, 14-18. 

From the three Rītis in Vāmana, we pass to the four in 
Rudrata. Rudrata mentions the Vaidarbhī and the Pāñcālī 
with a certain kinship which is found even in Vamana. 
Rudrata however adds a fourth style to go along with the 
Gaudiya. This new fourth Riti is the Latiya, another 
geographical name. The four are thus given in two sets and 
are, for the first time definitely dissociated from any poets of 


“It is noteworthy h Wt 
M y how the Alankārad 
mentioned by Bāņa has not changed radambara of the Gaudas 


A z at all. uuearggetai ... 
Been D t Howe For the contradiction here on the 
pt oi Ojas and a full examination of Va s 

my Srigara Prakasa, Vol. I, Part 2, an BASAL n s Gunas, see 
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any parts of the country which their names refer to. Rudrata 
relates them to the theme: 


daaifgranāt Haf muU HATRIA: | 
BM Ue galadtfama u 


While tracing the history of Riti, we can clearly see how 
no writer ever missed the idea that the Vaidarbhi stood for 
a certain sweetness while the Gaudi was characterised by 
force and vigour. When the geographical significance of the 
Vaidarbhas alone favouring sweetness and its allied Gunas and 
the Gaudas alone practising Aksaradambara, Ojas etc., was 
lost, and all the Ritis were practised by all poets of all places, 
the sweetness of the one and the vigour of the other were 
thought of in connection with the theme by the same poet 
who commanded both ways of writing. Visaya-aucitya began 
to regulate the nature of Riti in the several parts of a poem. 
The Rasas and the Arthas pertaining thereto have their own 
quality of sweetness, vigour etc. These were studied by 
Bharata, and by others following him, in the concept of Vrtti. 
The Vrtti was applied from Drama to poetry. Kaisiki is the 
Vrtti of S'rhgara and Ārabhatī of Raudra, Vīra, Bhayānaka 
and Bībhatsa Rasas. To this Vrtti, the Rīti came to be 
related. The sweetness and delicateness associated with the 
Vaidarbhī made it possible to link it to the Kasiki Vrtti and 
the S/'rhgàra Rasa. S'pngāra, Kasikī Vrtti and the Vaidarbhī Rīti 
went together always. The Gaudi easily linked itself to Arabhati 
Vrtti and Rasas like Raudra. The Pancali and the Lātīya occu- 
pied middling positions, the former leaning more to the Vaidar- 
bhi and the latter more to the Gaudi. Thus the emotional 
situation came to determine the mode of expression. Hence 


1 Gee below chapter on the history of Vitti in Kavya. 
10 
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Bhoja treats of Ritis and Vrttis under Anubhava. The Vrtti 
differs from Riti as more intimately connected with Rasa and 
its ideas. To the Rasa, Rīti was related on the basis of the 
verbal expression, the S'abadsanghatana. In this stage, the 
Gunas, Mādhurya etc., which were still the constituents of 
Riti, become mere Sanghatanādharmas. We find the Locana 
saying while stating the Pürvapaksa : 

Gazeta argaiga gor | dei a agarad 
ggrdraiegguda Was ga gessi agaa 

: . as c 
Agata qtdta-dad-mrareareaTesmgaeut 
ada fafad AARATI |” P. 6. 


As Anandavardhana says, expression appropriate to Rasa 
is Vrtti; the expression of Artha is the Vrtti of Kaisiki etc. ; 
the expression of S'abda is the Vrtti of Upanāgarikā etc. 
These S'abda Vrttis Upanagarika etc. are the Ritis. 


CATING aasia: | 
Afaan ta aaa RARA: || III. 33. 


"qq wigan: afar NA Aag, at US 
RMA IVA: | TARAA SAMRAT: |” ibid., vrtti. 


JAAA: ABA AAAaaASAT: | 

INASA IRA MASRAFTAN |) III. 53. 
Mammata says under Anuprāsa jātis: 

WFAA: gammas | 

SIERRA TU, AAS K: |] IX. 3. K. Pra. 
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Ware g71: (sora, TET, AAT g) qaaa} 
ad JANANA Gat Sume | ibid., vrtti. 


S'ingabhūpāla defines Riti as Pada-vinyāsa-bhangī, and has three 
Ritis Komala, Kathinā and Misrā,—other names of Vaidarbhi, 
Gaudi and Pancali. A late work called S'rhgarasara (Madras 
MS.) follows S'ingaphūpāla completely, defines Riti as Pada- 
vinyasabhangi, accepts three varieties of it, Vaidarbhi, Gaudi 
and Paicali, which it calls Komalā, Kathinā and Misra. 

Rajasekhara's main chapter, the third, on Riti, called 
Ritinirnaya, is lost. Still we gather some of his ideas on 
Rīti in his description of the legendary Kāvyapurusa's Avatāra 
in the beginning of his Kāvya mīmāmsā, as also from his dramas. 
In his Kāvyamīmāmsā, Rājasekhara speaks of three Rītis in 
the description of which he introduces a new distinguishing 
feature, viz., the use of Yogavrtti in abundance, the same 
to a less extent, and the use of Upacāra. These are the 
features Rājasekhara attributes to the three’ : 


Gaudi Pancali Vaidarbhi 
Sam qaand SAATE 
agaa PEC GET CATA 
ATRI Iga o Wf 


"These three Ritis, Rajasekbara relates to the Desas whose 
names they bear. He considers the Vaidarbhi as the best form 
.of poetic style. For he says that when the spouse of Sahitya- 
vidyà spoke to the Kavyapurusa in the (CERE style, he was ab- 


solutely indifferent ; when she talked in the Pāūicālī style, he was 


‘Vide my article on Riti and Guna in the Agni Purāņa in 
T.H.Q. X, iv, 767-779. 
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captivated only to a small extent, Īsadvasamvadīkrta ; but 
when both reached the Daksiņadesa and she spoke in the 
Vaidarbhī, he became * Atyartham vasamvada '. Rājasekhara 
pays his tribute to Vaidarbhī poetry by making the Kāvya- 
purusa and Sāhityavidyā celebrate their nuptials in the capital 
of the Vidarbhas, Vatsagulma. 


ema aami šarmu mere: ANg aged ara 
ARA | ga Rasa mesa RATTA | P. 19. 


In the mangalasloka to his Karpūramaūjarī, Rajasekhara 
speaks of three Rītis, Vacchomi, Magadhi and Pāūcālī. This 
Vacchomī is the Prākrt form' of Vātsagulmī, a name for 
Vaidarbhī given after the capital of the Vidarbhas, Vatsa- 
gulma. Why the Gaudi has been substituted here by the 
Māgadhī is not known. 

In his Bālarāmāyaņa, Rājasekhara speaks of the Vai- 
darbhī twice. In Act III, he says that the guality of Mādhurya 
is supreme in the Vaidarbhī and in Act X, that the Vaidarbhī 


is characterised by Mādhurya and Prasāda and that Rasa is 
dominant in it. 


(a) anai agttami rargd Atadēra | III. 14. 
(b) sel HaHa: — 
anaaat qafa aa vase: 
Ses Waal Aga Gu | 


à sa 
Instead of thus deriving Vacchomi meaning Vaidarbhi from 


Vatsagulmi, Vasudeva, author of the co rae 
Ca mmentary E = 
mafijari says: ry on the Karpura 


FPA “eer agen? af Aadi | 
P. 3. K. M. Edn. 
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safaia 
agesi auc ferafēmfā 11 rn. 50. 
() waa Aaa asi, RNR 3p d, 
wares q SA WA, IgA EIER | 
«efi serfs way wed p FAAA 
aisi ga gt fiedfāga: UREA |] X. 74. 
Dhanapāla (first half of the 11th cent.) says in the Tilaka- 
manjari i 
aaia XD . . AAPEA | 
K. M. edn. p. 130. 


S'riharsa says in his Naisadha: 


aars Aah JAER: | III. 116. 
and again : 


TOT gRs fafaut 
Taa: da cw da dd ow HA: | 

fadt Jafa vafid 
RAST AAA, || XIV, 91. 


Nilakanthadiksita waxes eloquent upon Vaidarbhi and its 
country in his Nalacarita nataka, Act III: 


madmag: weg gr weg gala: fara WT Wed | 
a a v: pAg sur at a sre faex a 
wrRef— nmi wg a faaal gāa ead matsewed | [5 ga: 
agaara za maar | aa wr darit AA: d 


!It is not known if by this word Kānta, Rajas'ekhara means 
the guna Kanti in Dandin or uses it only in a general manner. 
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ĒRAS X1, WI HIATT FBT AARET 
at 4 Asafi, aria a wat am ARANT | 
grmīēifa aigramfast ara: adi g 
Sauf af da ata fa: cenismisfü ar ui 
To return to Rājasrekhara, he has the following additional 
remarks about the literary habits of the poets of different 
places: 
N AN bi 
qa auget faat: | agweumWeUEp TET: DUT- 
afgat ANA: ARAA SAA: | sniizfdegaatu- 
asta aed: | Kavyamimamsa, p. 22. 
The basis of each of these statements is not exactly known. 
We know only, from Daņdin, that the Gaudas loved Samāsa 
and that the remark about the Daksinatyas’ love for Taddhita 
is borrowed from Pataiijali. Further, we do not exactly know 
what Rājasekhara means by mentioning separately Vaidarbhas 
and Dāksiņātyas. Perhaps, the latter are people further south 
or those in the south other than the Vaidarbhas. 
In a verse on poet Bana and poetess S/ilabhattarika, 
Rājasekhara gives a new definition of the Pāūcālī, the 


basis for which is also not known. He says in it that the 


Pāūcālī is the style in which Sabda and Artha are evenly 
matched. 


IANA apu: quare NARA | 
diengitauma amu w at ats || 


In Act X of the Bālarāmāyaņa, Rājasekhara ascribes a 
peculiar style to Mithila. Thus he speaks of a Maithili style: 


(i) aaaifeaaistt afhan aizā 
(ii) aada seat: | 
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Gi) Reais aay Agena 
WT Cal aadgHif wag Gaara: MAT |1 s1. 95. 
The Maithilī is here said to be characterised by three qualities : 


(i) AARDAS AAAA i.e., avoiding Atyuktis 
or flat hyperboles. This is Dandin’s and Bhoja’s 
Kānti of the Vaidarbhi: «red gdaamcalēd Afk- 
IAAL | 
(ii) This seems to be sparse use of compounds. 
(iti) Yogaparamparā' which is given in his K. M. 
as characterising the Gaudī. 
The country of Mithilā is nowhere mentioned in connection 
with the Rītis, except perhaps by one writer, S'rīpāda, quoted 
by Kesava in Alankārasekhara, who says that the Maithili 
has, like the Vaidarbhi, few compounds. 


adadsad—fra MTT: — 
Tet GAARA Wadi A ase: | 
HAAG AG ATTA wr RAAT (i 
Wea: gaat, Feat dads Hee | 
wae "Ral Oa: tautātda Bead || p.6. K. M. 50. 


' Vide Appendix on Riti in the Agnipurana. The use of the 
feature Yogavrtti, Upacāra etc., in distinguishing styles is found 
in Rajas'ekhara, Bhoja, Agnipurana and Bahurtipamisra. The last 
says in his commentary on the Dasarupaka (Mad. MS.): * garai 
agant a dial (1) marea, (2) stamanarara. (3) araātgaraift- 
anaes, (4) agsrašara. (5) ARARE neta agaaa AR 1” 
The Sahitya mimamsa (TSS. 114) refers to the distinction of the 
Ritis on the basis of these four features, but rejecting these, 
accepts only the feature of Samasa, the first, as the basis of the 
distinction, a view which follows Rudrata (p. 87). The work notes 
also that Bhamaha has no fancy for the Ritis. 
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From this remark of S'ripada, we understand that the Maithili 
is the Magadhi,’ the Magadhi which, along with the Pancali 
and the Vaidarbhi (Vacchomi), is mentioned by Rājasekhara 
in his mangalasloka to the Karpūramaūjarī. Bhoja’s 

| Sarasvatikanthabharana gives an absurd definition of Magadhi 

as a Khandariti, formed when the Riti begun is left off! 
gādā: afai: asg aime | This Maghadhi may or may 

{i not have been mentioned in the lost Riti chapter of the 

| Kāvyamīmāmsā. But in the available portion, Rajas'ekhara 

accepts only three Ritis and they are the Vaidarbhi, Gaudiya 

and Paficali. He says again on p. 31, of his K. M.: 


| aag aaa | aa Pra ARAARA | A415: — 
| gaat ea caret fa daataa: | 
| ag 4 aafaa atadi da uud d 


| Bhoja added two more Rītis to Rudrata's four, the Āvanti- 
l ka and the Magadhi. The latter, as found in Rajas'ekhara, 
|) Srīpāda and Bhoja, has been noticed already. It is only the 
|) Āvantī that is absolutely new. The classification and descrip- 
| tion of these in Bhoja (S. K. A.) are very mechanical, arbitrary 
|| and unreal. It seems to be idle to examine Bhoja’s Lātīyā, 
i Māgadhī and Avanti. Why this complacent creation of 
geographical names was in fashion amongst these writers 
cannot be guessed.” 


"It may be suggested that the mention of Magadhi is due to 
the author being a Buddhist ; Buddha spoke in Magadhi bhasa. 


D ^ 
: The following is a summary of the views of other minor 
writers on Riti. The older Vagbhata accepts only the Vaidarbhī 
and the Gaudi, one without any compounds and the other with 
compounds (K. M. Edn. p. 61). The younger Vagbhata recognises 
the three Ritis, Vaidarbhi, Gaudiya and Paficali and defines them 
in| as dominated respectively by the three Gunas, Madhurya, Ojas and 
Prasada (p. 31). S'ingabhupala (R. A. S.) accepts the V ais the Gau., 
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The treatment of style on the basis of theme is not absent 
from western criticism. Aristotle says that style should vary and 
thus be in accordance with emotion. ‘ But the style expressive 
of feeling suppose the case be one of assault in the style of a 
man in passion ;—” “A style of exultation for praise; a style 


and the Pan. He borrows from Dandin for defining the Vaidarbhi ; 
the two differences here are that he makes the ‘ Rasa’ in Dandin’s 
agi wazifa, the 9 Rasas and takes the first case of Udara as 
Dhvani. He calls the Vaidarbhi, Komala; Gaudi, Kathina ; and 
the Paficali, Misra. Leaving the Misrā, he contrasts the other 
two; KomalaXKathina; Asamāsa X Dīrghasamāsa; PrasadaX 
Asphutabandha ; Anisthuraksara X Nisthurāksara ; Prthakpadatva X 
Granthilatva. Under Misra Ritis, he recognises a Rīti for every 
province, Andhra, Lati, Saurāstrī etc. (p. 69). The Camatkāra- 
candrikà of Vis'vesvara (Mad. MS.), who wrote in S/inga’s court, 
casts away the old names, defines Riti as Padaghatana and gives 
four kinds of it, the only feature of differentiation accepted being 
Samāsa-Asamāsa, Madhyasamāsa, Atidīrghasamāsa and Mis'ra 
(p. 61. Mad. MS.). This position corresponds to Rudrata’s which 
distinguishes Rītis on Samāsa only, gives Vaidarbhi as the Riti of 
the collocation free from compounds and gives three Ritis, Paficali, 
Latiya and Gaudīyā for the collocations with Laghu, Madhya and 
Ayata Samāsas. (II, 3-6). Vidyānātha considers Riti as "%1eaxg!- 
agama’ of the Kavya. Seealso Sahityakaumudi of Arkasuri, Mad. 


MS. R. 2391, p. 11, equate Afà: | Tippabhupala, at the end of his 
commentary on Vamana, considers Riti as the life-breath of poetry : 
aaat (az: p. 193. V. V. Edn. The only later writer, who still called 
Riti the Atman of poetry following Vamana, even when Rasa and 
Dhvani were ruling for long, is Amrtanandayogin who says: 
"ŪfRremsa ch. 5. Alarmnkára Samgraha. This author treats of Rasa 
and Dhvani also. Keilhorn's Central Provinces’ Catalogue, p. 104, 
mentions a work called “ Riti vrtti laksana " by Vitthales'vara or 
Vitthaladiksita, which would be the only post-Ananda work of its 
kind, if it is a complete work by itself and is devoted exclusively 
to a consideration of Riti along with the allied Vitti. Even then 
this tract must have dealt with Riti and Vrtti only as accepted in 
the scheme of Rasa and Dhvani. r ee 
Simhadevagani, commentator on the V. āgbhatālamkāra, speaks, 
in three verses at the end of his commentary, of Lati (Hasya), 
Pāfcālī (Karuna and Bhayanaka), Māgadhī (Santa), Gaudi (Vira 
and Raudra), Vacchomī (Bibhatsa and Adbhuta) and Vaidarbhi 
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with submission if in pity." “But compound words and 
plurality of epithets and foreign idioms are appropriate chiefly 
to one who speaks under the excitement of some passion—." 
This style of a man in passion and a situation of assault, in 
which Aristotle mentions compound words as proper is an 
Ojas-dominated Riti, like Dandin's Gaudi, Samàsabhüyistha. 
Aristotle says elsewhere that “ of various kinds of words, the 
compounds are best adapted to dithyrambs,” which are hymns 
to Bacchus, the wine-god, enthusiastic, wild and boisterous. 
Samāsa gives the necessary Ojas to such a style. 

Speaking of the style called ‘the Elevated’, Demetrius 
says that there are certain subjects with the quality of elevation 
to which that style is thence suited. Such are subjects like 
scenes of battle. Surely these cannot be treated in the styles 
called ‘the Plain’ and ‘ the Elegant’. They must be rendered 
in the styles called ‘the Elevated’ and ‘the Forcible’. De- 
metrius speaks of the Varnadhvani of Ananda in this con- 
nection, of how S'rutidusta, S'a, Sa, Ra etc., is promotive of 
Raudra rasa. Demetrius remarks that though violence (S'ruti- 
dusta) is a fault of composition, it is a necessary feature of the 
(S'rgara). We do not know how Vacchomi is different from Vai- 
darbhī and how Vacchomi is suited to Bibhatsa and Adbhuta. In the 
next verse he gives, following Rudrata, the Paficali as having two 
or three words in a compound, Lātī five or seven and Gaudi as 
many words as possible in a compound. The last verse is very 


puzzling — 4494 acd} ama a mb wafa sazufu dedi 
agag: AG Fed | Hamsamitthu’s Hamsa vilāsa (Geak edn. lxxxi) 


speaks of the Lati (Hāsya), Pāūcāli (Karuņa and Bhayānaka), 
Magadhi (Santa), Gaudi (Vira and Bhayanaka), Vatsoma des'od- 
bhavā (Bibhatsa and Adbhuta) and Vaidarbhi (Srigāra). (ch. 46, 
p. 269). "The expression Vatsoma-des'odbhavā is quite correct and 
the editor need not have added a query here; it means the Vacch- 


omi pinch Rai gas Karpuramafijari mentions; but the Hamsa 
asa is wrong when it speaks of a Vaid. ii iti 
Vacchomi is the same as Mss oat d DO BAM 


C the Vaidarbhī; and it i t 
assign to the Vacchomī the Rasas Bībhatsa Sed AN M 
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Forcible style, since * words hard to pronounce are forcible as: 
uneven roads are forcible.” Even as the Sanskrit Alamkàrikas 
speak of the Vaidarbhī for S'pngāra rasa, Demetrius gives the: 
Elegant as the style for elegant and graceful subjects like: 
S'rhgara. He says: “The materials of grace are the gardens: 
of nymphs etc., etc.” One of the two deciding factors in ‘ the: 
Grand style’, M. Murry says, is the theme, the other factor 
being vocabulary. In connection with the theme, * the nature 
of the plot or muthos", he observes that the Grand style is 
adopted if superhuman or majestic figures are involved. “If 
the characters of the plot are superhuman and majestic, it 
seems more or less necessary that their manner of speech should 
differ from that of ordinary dramatic poetry by being more 
dignified—.” (p. 140, Problem of Style.) “ The poet height- 
ens the speech of his superhuman characters in order that 
they may appear truly superhuman." (p. 141). This is clearly 
a case of theme being a Niyāmaka of style, a case of stand- 
ardised style, “ a technical poetic device for a particular end” 
as Murry says of the Grand style. Thus, the linking of style 
to theme is not absent from western criticism. 

It is remarkable that there should be many points of 
similarity between western writers on the subject of style and 
Sanskrit Ālamkārikas. M. Murry says in his Problem of Style : 
* In the course of the approach, I examined two qualities of 
style which are not infrequently put forward as essential, 
namely, the musical suggestion of the rhythm and the visual 
suggestion of the imagery, and I tried to show that these were 
subordinate. On the positive side, I tried to show that the 
essential quality of style was precision: that this precision was 
not intellectual, not a precision of definition, but of emotional 
suggestion. .. . ." p.95. The musical qualities of rhythm 
etc., in the word-structure come under S'abdaguna and 
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S'abdalamkára and the visual suggestion of imagery is Arthaguna 
and Arthālarnkāra. These two, of the realm of Vācya vacaka, 
are but the means, the vehicle, i.e., subordinate as Murry says. 
"The emotional suggestion of Murry is Rasadhvani and precision 
thereof is served by Rasaucitya. The second Madhurya of 
Dandin, viz., Anuprāsa—ārtig anna: We 9 Tg T | I, 55. 
ga] Alesse Aq || etc. corresponds to the fourth point 
mentioned by R. L. Stevenson in his essay on the Techrical 
Elements of Style, viz., ‘contents of the phrase. He mzkes 
a detailed study and analysis and tabulates the consonantal 
sound effects of many passages. He gives this as a quality 
of a master of style. Dandin says that when this S'rutyanu- 
prāsa is left and Ulbaņānuprāsa is resorted to by the Gaudas, 
harshness, Bandhaparusya and another flaw, S'aithilya, 


result. The concatenation becomes hardly pronounceable— 
Krechrodya. 


fas media eerfesfest AN ui 
agnar NARE sena | 
dadaista safii WARM 43-44. 
gaani Ae 4 fuese | 

al Jaai AAT: was || ibid., 60. 
dahaa saaa quud | 

aA afta: va: API AMR |) ibid., 72. 


Rs thus concludes his section on “contents of the 
phrase `: “To understand how constant is this pre-occupation 


of good writers, even where its results are least obstrusive, it 


23 only necessary to turn to the bad. There indeed you will 
find cacaphony supreme, the rattle of incongruous consonants 
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only relieved by jaw-breaking hiatus, and whole phrases not to 
be articulated by the powers of man.” R. L. Stevenson speaks 
in this essay of his, of Samatā, Vaisamya, Prasāda and Caville, 
i.e., the Anarthakapadas or Aprayojāka padas of Vāmana which 
hinder Prasāda (ġe med gamag gale: III, iii, 3.) 
and Mahiman’s Avakara. Ideas found in Pater’s exposition of 
style also have correspondences with ideas on Guna, Alariīkāra 
and Alarhkaraucitya found in Sanskrit works. Schopenhauer 
has an essay on Authorship and Style, where, while dealing with 
the latter subject, he gives certain concrete good features of a 
good style of writing, judged to be good by reason of the pre- 
sence of those features. According to him thoughts must get, 
their clearest, finest and most powerful expression ; thus, three 
qualities are emphasised by him, clarity and beauty, the sum 
total of these two, the power. In clarity is comprehended 
chiefly the virtue of simplicity which means the expression of 
"as purely, clearly, definitely and concisely as ever 
This is secured by the use of words which are precise 


thoughts 
possible." 
and which mean neither more nor less, which neither mean 
the thing vaguely nor mean something different. Grammatical 
precision and enough words are necessary. Clarity and gram- 
mar must not be sacrificed for the sake of brevity. Says 
Schopenhauer : ** On the other hand one should never sacrifice 
clearness, to say nothing of grammar, for the sake of being 
brief. . . . And this is precisely what false brevity 
nowadays in vogue is trying to do, for writers not only leave 
out words that are to the purpose, but even grammatical and 
logical essentials." Compare Dandin’s Guna, Arthavyakti, 
which he defines as Aneyārthatva. It is a grammatical and 
logical necessity. In its absence, in the absence of words 
grammatically and logically essential, we have the Dosa called 


Neyarthatva. 
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SAAT RET | 

xp ggm N 

Aza ggarard HANANI | 

q fe sdifaeguat aaa || K. A. 1, 73-75. 


Not saying what must be said, out of a mistaken sense of 
brevity, is a kind of ‘ Vacyavacana ' according to Mahimabhatta. 
Similarly, simplicity and precision are lost by adding things 
and words which are unnecessary. This is Mahiman’s Ava- 
cyavacana. 


zaa Ulead gada wha dad area gg 
qgfu: wed: der ud, ASAT aa: | p. TSS. edn. 


"These words are surplusage and are due to proverty of thought 
"or an ambition to write a grand style. These merely fill so 
much of space still vacant in averse, Pādapūraņa. Schopen- 
hauer says: “If words are piled up beyond this point they 
make the thought that is being communicated more and more 
«obscurc. To hit that point is the problem of style and a 
matter of discernment; for every superfluous word prevents 
its purpose being carried out." This is exactly what Vamana 
means by his Arthaguna Prasāda which is the use of words 
-exactly sufficient for conveying the idea. 


aði sa: | wea Jeet Aea 
Aaa: | GHI aan FAR AR R 1” qa 
“Stet Gd 3 N | maA N 
maet fera Rma aaka | III, i, 3. 


«Other Sanskrit writers also have deal 


t with Aprayojaka 
«epithets and words w Sa 


hich do not nourish the idea but are 
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mere verbiage affected for attaining a grandiose style and 
adopted to cover one’s poverty of idea and imagination. For, 
these words, Mahiman calls agaga and Mat. To Mahi- 
man, these out-of-place words are the literary Apasabdas. 
^ AEA off ga: sfr penne: 322: 73187 03 "" p. 121. TSS. 
edn. Schopenhauer condemns indefiniteness, vague words and 
enveloping trivial ideas in the most outlandish, artificial and 
rarest phrases. ‘=geqalafa MAAE’ says Dandin ; 
that Prasāda is the use of well-known words which easily give 
their sense; that as against this, certain writers think that they 
must look learned and, in the words of Schopenhauer, ‘ resent 
the idea of their work looking too simple and resort to lexico- 
graphical rarities. Schopenhauer speaks of two styles, one 
good and the other bad, the former being characterised mainly 
by simplicity, clarity and precision, and the latter by prolixity, 
vagueness and word-pomp. He seems to describe only Dandin’s 
Vaidarbhi and Gaudi. Of those who favour the latter, 
Schopenhauer says that they ‘delight in bombast’, that their 
writing is generally ‘in a grand puffed up (Dipta of Dandin), 
unreal, hyperbolic (Dandin’s Atyukti, the reverse of the 
Saukumarya Guna) and acrobatic style.’ (Prahelikapraya 
says Bhāmaha). Dandin condemns not only Ulbana Anuprāsa 
(S'abdālamkāra) and Yamaka which is Duskara and ‘ Naikanta 
madhura’, but also Arthalamkara dambara. He prefers deli- 
cateness, fineness and natural grace which give poetry a power 
which no rhetorical ornament can ever impart to it. 


zerjfs wur: aregrdsfi area: | 
gaudes az «ai AA: |] 


Compare Schopenhauer: “ An author should guard against using 
all unnecessary rhetorical adornment, all useless amplification, 
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and in general, just as in architecture, he should guard 
against an excess of decoration, all superfluity of expression,— 
in other words, he should aim at chastity of style. Everything 
redundant has a harmful effect. The law of simplicity and 
naivete applies to all fine art, for it is compatible with what is 
most sublime." 

It shall be considered now whether the linking of Riti to: 
the poet and his character and the idea of the infinity of Riti 
is or is not present in Sanskrit Alamkara literature. ,, Aristotle 
described only one good style and its qualities and contrasted 
it with a bad style called the Frigid which overdid ornamenta- 
tion. He refuted also others who spoke of different styles 
such as the Agreeable. He argued that there was no end when 
one began attributing to styles all sorts of ethical qualities like 
restraint etc. An emphasis on the relation of style to the 
author makes it impossible to speak of style in general or 
define its features. Only a few concrete qualities related to 
the actual S'abdas, the Sanghatanā, Padas and Varnas, and to 
the thenie can be considered while defining or classifying style. 
Thus, previous to Aristotle, some had spoken of the Agreeable 
style. After Aristotle, some were speaking of three styles, 
Grave, Medium and Attenuate, to suit the threefold purpose 
of oratory, moving, pleasing and pleading. Just before Deme- 
trius wrote, some held styles to be two, the Plain and the 
Elevated. Demetrius added two more, the Elegant and the 
Forcible. Plainness stood against elevation. A style is 
specially decorated for effect or is plain. From another point 


of view, styles can be classified into two, the Elegant (or 


graceful) and the Forcible. It is not one principle of classifi- 


cation that gives us these four styles. The Plain may be 
elegant or forcible; the elevation given to a style may be 


elegant or forcible. But naturally, plainness and elegance go 
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together and so also elevation and force. The Plain and the 
Elegant of Demetrius are represented by Vaidarbhi in Sanskrit. 
The Elevated and the Forcible correspond to the good Gaudi 
found envisaged in Bhamaha, the Frigid and the Affected styles 
in Demetrius being the bad Gaudi in Dandin. The two corres- 
pond to Sukumāra and the Vicitra Margas in Kuntaka. 
Saukumārya and Ojas—Plainness and Elegance, Elevation and 
Force—these finally give us two Ritis. Bhatta Nrsimha, a com- 
mentator on Bhoja’s Sarasvatikanthabharana (Madras MS.) says 
that of the Gunas of Dandin, two are important, Saukumārya 
and Ojas, as being the Asādhāraņa gunas of the two Mārgas. 
“Ag (Quy) aa alga AA ACIN: Yor: | gd d WA: 
MA: ^ | p. 11. Mad. MS. This final analysis of style into two 
is neither impossible nor absurd. While treating of the Formal 
Element in Literature in Ch. IV of his work * Some Principles 
of Literary Criticism’, Winchester has the following: ** But 
while individuality is not to be classified, it may be said that 
there are, in general, two opposite tendencies in personal ex- 
pression: on the one hand to clearness and precision; on the 
other to largeness and profusion. The difference between the 
two may be seen by comparing such poetry as that of Mathew 
Arnold with that of Tennyson or such prose as that of New- 
man with that of Jeremy Taylor. Minds of one class insist 


on sharply divided ideas, on clearness of image, on temper- 


ance, and precision of epithet. Their style we characterise as 
chaste or classic. The other class have a great volume of 
thought, but less well-defined ; more fervour and less temper- 
ance of feeling, more abundant and vivid imagery, more wealth 
of colour, but less sharpness of definition. Their thoughts 
seem to move through a haze of emotion and often through a 
lush growth of imagery. They tend to be ornate and profuse 
in manner, eager in temper; they often produce larger and 
deeper effects, but they lack restraint and suavity. Itisa 
contrast not peculiar to literature, but running through all 
1 
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forms of art. The one makes upon you the impres- 
sion of greater delicacy, temperance, charm: the other, the 
impression of greater mass, complexity, power. We are not 
called upon to pronounce either manner absolutely better than 
the other; . . .” The last sentence here echoes Bhamaha’s 
attitude towards the distinction of style into Vaidarbhi and 
Gaudi and the claim of superiority for the former. From this 
passage, it is also seen that despite the infinite variety of 
writers’ personality, it is yet possible and sensible too to find two 
broad divisions, one favouring virtues of subdued beauty and 
the other, exhuberance; that a subjective and personal basing 
of style does not preclude the possibility of a classification or 
definition of style. In this passage of Winchester again, it 
seems as if Kālidāsa's style is described and contrasted with 
that of Bhavabhüti and Bana; it looksas if good Vaidarbhi and 
a good handling of the Gaudi are considered here; we are 
clearly reminded of Kuntaka's two Mārgas, the Sukumāra and 
the Vicitra, the one dominated by beauty that is mainly natural, 
Sahajasobha, and the other by ornamentation, Aharyasobha, 
the one in Svabhava-ukti and Rasa-ukti, and the other in 
Vakrokti, the one displaying greater S'akti and the other, greater 
Vyutpatti. While the former style is a rare gift, it is very 
difficult to be successful in the latter; for the path of orna- 
mentation and elevation has many pitfalls, and frigidity, arti- 
ficiality and ornateness are easily committed. Says Kuntaka: 


asiga da Aapa war: | 
ASMA TAS AACA: U^ V. J., 1. 43. 


‘Strangely enough, Pad i i 
t d t 
E arene Beem sary a calls the Vaidarbhī the 


SERIE 447: GUM: adrese sata | 
e ATT 
Afgana Ai Aan RR: IIM: N Navasāhasānkacarita, I. 5- 
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Vide Vrtti also p. 58. Hence it is that critics do not favour 
it. It is the deterioration of Vicitramarga that is Dandin’s 
Gaudi. It is because of this difficulty that Demetrius’s Elevated 
and Forceful styles become, in the hands of lesser artists, the 
Frigid and the Affected styles. Hence it is that the critics 
always prefer the former. Says Winchester : “ But it would 
seem that, in literature at least, the classic manner is the 
culmination of art. Precision, in the wide sense, must be the 
highest virtue of expression ; and it is this precision, combined 
with perfect ease, that constitutes the classic manner.” 
“Individual tastes may justly differ; but the ultimate verdict 
of approval will be given to that style in which there is no 
overcolouring of phrase, no straining of sentiment; which 
knows how to be beautiful without being lavish, how to be 
exact without being bald; in which you never find a thicket 
of vague epithet.” It is of this style, called by him Sukumāra, 
that Kuntaka says: 


gamadi da graut WW: | 
WRÍUREBRWRRUS FIT: || V. J., I. 29. 


Kuntaka is the greatest exponent of the Riti. That it 
comprehends all aspects of expression has been well realised 
by him. He casts off the old names which have geographi- 
cal associations, dead for a long time, and forges new 
nomenclature on the basis of a fundamental classification of 
the manners of expression, on the basis of the more prevail- 
ing tendencies among masters in Sanskrit literature. He also 
shows how each Marga or Riti or style is characterised not by 
certain Bandhagunas only, but by a certain attitude in using 
Alankāras and delineating Rasas also. Above all, he is the 
only Sanskrit writer who realised very strongly the final basis 
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of style in the character of the poet and consequently related 
Riti to the writer. 

Kuntaka first refers to the geographical Ritis, Vaidarbhi, 
Gaudi and Paiicali. He says that old writers give these three 
Ritis and call them Uttama, Madhyama and Adhama. This 
point of view Kuntaka objects to, for styles of poetry depend- 
ent for their origin on poetic genius and craftsmanship, upon 
Sakti and Vyutpatti in poets, cannot be spoken of like certain 
kinds of ' Desācāra * like marriage, permissible or obtaining 
in certain parts of the land. 


q a fafiedftanaa areal weaned 
aaia aad aaa IAT fe EATA- 
Ma: AAA afsadd ARAR ga: wane 
PRUSSIA (A) A + Baad ANRA AJETA | a 
q qma Rage Ra maaa rare qud 
qp | Raa aR gia eng | fuu sadi 
Raam sete: arena RRA 
a caafeed, RaR, da ANAA p gammā | 

P. 46 

Then Kuntaka criticises the view that holds these three 

Rītis as Uttama, Madhyama and Adhama. If the Gaudi and 
the Pancali are not good, why treat of them in the S/astra ? 

a a diet sonnets AAG 
ARA | ATA, agaga Raga Aaaa- 
maa aAA | Rada: a 
gammā, ata ATT, T a ARNA AN- 
aR aRar sd Foia iA | P. 46. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


RITI 165 


If however the names Vaidarbhi etc., are meant only as 


names and do not mean any geographical connection with 
poetry, Kuntaka has no objection. 


ad Pane Fata qd 
q Rasat | * 


Kuntaka then gives his idea of Rīti that it is based on the 
character of the poet, Kavisvabhava. He accepts that this 
Kavisvabhàva is infinite, but generally speaking, he says that 
there can be indicated three main types. 


afi sp festa preserera tarda aaa haa quà 
qfiduatga, suam ume Afad | P. 47. 


The three styles thus indicated by him are the graceful, the 
striking and the mixed, Sukumāra, Vicitra and Madhyama. 
The Sukumāra is the style of certain poets of a similar tem- 
perament and it is suited to certain situations. Similarly the 
Vicitra. The third combines the features of both the styles. 
All the three are beautiful and have their own charm. It 
is absurd to suppose that one is good, the other bad or the 
third passable. 


aar a TATA aagana VII: 
dgaftku amaa agaaa agaa aR- 
aaa aaa saad | aaa maaa aAA- 


"This paragraph is concluded by Kuntaka in the words: 

feara Ragar. On the basis of this, Dr. S. K. De 

says on p. 386 of his Skr. Poe. Vol. II that Kuntaka was an advo- 

cate of the Alamkāra school and meant to make light of the Riti. 

For a correct statement of the Kuntaka's view on Riti, however, 

see the same writer's Introduction to his Edn. of the Vakrokti Jivita. 
PP. xxxii-xxxiii. 
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SaaS wos saa udarafā | TART 
aaka Ra agaeaanitaritend: a sate 
dl | P. 47. 


Raleigh, in his book on Style, speaks of the ‘soul’ in 
style. He quotes Pater who says “ As a quality of style, soul 
is a fact.” What is this soul? Raleigh interprets it as ‘spirit’. 
He says in this connection: ‘Ardent persuasion and deep 
feeling enkindle words, so that the weakest take glory.’ This 
is the quality of sincerity he speaks of earlier. Analysed, this, 
resolves into an emphasis on Rasa and the writer’s attention 
to its supreme expression. There is another sincerity which 
is artistic perfection and which sometimes modifies the sincer- 
ity of emotion. In the former case, the poet is true to Rasa 
and Bhava, and only to them. In the latter case, he thinks of 
how best to present that feeling in a setting of words. This 
anxiety for artistic perfection calls forth style, figures etc. 
Those who are impelled by the latter, the artistic sincerity, are 
followers of the Vicitra Marga. Those that are absorbed in 
the Rasa and Bhāva and present them in their own glory are 
followers of the Sukumāra Marga. Ideas and words for these 
sprout out of an ever fresh imagination; there is always an 
enough ornament which is effortless; the natural beauty of 
things has been preferred there for artificial adornment ; at 


every step establishing an emotional appeal, it is of unpre- 
meditated grace. ' 


SOMA SAAATSTT IAAT: | 
erae (sfera AT: || 
WATT AARSTEARAS: | 
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erfauTfaseiea Teatre: | 

Aaaama: I 

afrai dfusd aad RAZI | 

dizanunemrarufta ga fsa dg 

granada a AHA TAT: | 

HUBS TEAST: || V. J., I. 25-29. 

The main feature of this style is that whatever beauty it 

possesses is all natural, Sahaja ; poetic genius and imagination 
and not pure craftsmanship and scholarship form the basis of 


this style. The things of the world and Rasa and Bhāva are 
given in all the beauty of their very nature and this first- 


"instance-expression is not refashioned in the workshop of figure. 


That such a definition of style is all-comprehensive need 
not be pointed out. But Kuntaka also speaks of certain Gunas 
as characterising his Margas. Of the Sukumāra Marga he says, 
Mādhurya is the first Guna. It is defined as the un-compound- 
ed use of words and a certain grace of the S'abda and Artha— 
qanan and Tear Renaa. The insistence 
on Mādhurya as the use of Asamastapadas' is for securing 
clarity of the idea. The words of emphasis, heightenings and 
lowerings, in a sentence can have their point only if the words 
remain separate ; their emphasis is lost when they are huddled 
into a compound. Samāsa always hampers understanding. 


Says Mahimabhatta : 
aaas aardsat a SUP | 
gada FAASERTTAA Ll 
* cr. Vāmana, JII i. 20. gaged wp 1 . . RRRA- 
«g āga | p. 79. V. V. Press Edn. 
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A fiagaaafadefraas? | 

WT MASA Tag TĀ TA, II 
aa ga a darija Wen | 
AAAI salue LI 
PAIIAAAA TATA TAA, | 


angagi AI—V. V., p. 53. 


The next Guna of the Sukumāra Marga is Prasāda, the 
quality by virtue of which the idea is given to us without any 
difficulty. This Prasāda refers to both Rasa and the idea or 
Artha which forms its vehicle. The idea may be expressed 
with Vakratā to give point to it but such turn or deviation 
adopted should not obscure the idea or take it into the dark.’ 
Here also the use of the uncompounded words and words of 
which meanings are well known, YalalA s1AAEdcgA and gfasifu- 
! aiaa, are the primary means. The third Guna is Lavanya, 
which refers more to the S'abdas and the Varnas, which 
should have an indescribable beauty floating over them. Any 
kind of S'abdālarnkāra adopted for this purpose should have 
| been done with ease and done with moderation. Ere the words 

as messengers of ideas deliver their meanings to the mind, their 
Lāvaņya affects the sensibilities of the responsive reader. 
Similar in nature and borrowed from the same field is the fourth 
i Guna given by Kuntaka, Abhijatya. A certain softness of texture 
M and delicateness of words making the mind feel them form 
| i this guality of Ābhijātya, a guality pre-eminently realisable 
only by the Sahrdaya and hardly describable in so many words. 
"iis day lo is l 


* Cf. Dandin. sateacafasraq, and Bhamaha art 
Dang ; Mil, i af- 
APS: FA A GAIA: 1 aaa wife a qurft Fase u 


ļ 
hj 
| I CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


RITI - 169 


The Vicitra Marga of Kuntaka is a style dominated by 
Vakratà. Itisa flashy style, gleaming all over with gold dust. 
It is intricately worked and wrought with design and gem. 
Alamkara leads to Alarhkarā; ere one effect is off our mind, 
another is on. 


AGRA FAA AASR, | 
serdar faafta aliaa || V. J., I. 35, 


A style which reminds us of Vālmīki's description of 
Ravana’s Puspaka—‘a da fafa pd gaad? and ‘ aqqea- 
aegra AARATI, every bit worked with care and craft and at 
every step equally striking with some speciality." The des- 
cription of this Marga also, as made by Kuntaka, is all- 
comprehensive, referring to every aspect of expression. (V. J., 
1, 34-43, pp. 56-66). 

Though Kuntaka has indicated two major varieties of 
style, he is fully aware that style is not classifiable. He says 
that Marga or style is infinite in variety and subtle in differ- 
ence; for it is based on the poet’s nature. 


qhana Baas: Tae WEG | 
SAA FA: qurfadq deat afm: dggafā, aran- 
naa | aa a anA RR | 
qwab « gauwadirenesuc Pad | wa Aaa Afaa: 
mat aa we: ser pA ffe dager TRASAR | 
V. J., p. 46. 


! Adopting a Sanskritic comparison, we can say that the Suku- 
māra Mārga is like the beautiful Kulaügana, and the Vicitra Marga 
like the brilliant Ganika. 
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quf siedaar Aa aana, qurfa 
Rieng mda ARAA | bid., p. 47. 


Though character is subtle and infinite, differing with each 
person, it is possible to say that there are three classes, the 
Sukumāra and the Vicitra types and that of those who have 
both in varying proportions. The Sukumāra nature of a writer 
affects this Vyutpatti and practice of writing which becomes 
stamped with that quality. Vyutpatti and Abhyāsa bring out 
his Svabhāva. The poet's Svabhāva is clearly expressed in the 
writing. Is this not the expression of the writer’s personality, 
his soul? What else does Kuntaka say in the words: 


ST aaa Brea, firsti Ka grafa A- 
Ranana Ra aa: eanga RZ CRC RC ICE Cone 
at a aurita THEA Ws: | V. J., p. 47. 


Again Kuntaka emphasises the infinite variety of style and its 
basis in the author's nature. He takes the well-known poets 
and assigns them to the different styles. Mātrgupta, Māyurāja 
and Mafjira are exponents of the third combined Marga. 
Their poetry has a natural grace which they have rendered 
attractive with some decoration also. Kalidasa and Sarvasena 
(the author of the Harivijaya, mentioned by Ananda in Ud. 
III) are masters in the Sukumāra Marga, their poetry being 
the product of natural genius and appealing by their natural 
beauty. Banabhatta is the greatest representative of the 


Vicitra Marga and Bhavabūti and Rājasekhara also belong 
to this class. 


d pierunā Riaan, safitarfa, feud ga: 
Sadama HARANA | aaa gT: Ad | 
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an ATs alter Aaaa SRT- 
«Xi Sears duafa | qa aana Ra aed Parola | 
D e _ D 
wd west mRet remp ead | da 
ammai sia da a ffuasmefasfud eas 
ma wz aad cenpfreGrufmfudg aaa 
wang away (?) wea | amagada udugudem | 
wd misg Renata safe | a gare 
aera kaaa À aera Wd | V.J.,p.71. 
Similar is the view of Dandin also. He describes two 
Mārgas that can clearly be distinguished, for, he says, Rītis 
are infinite and their differences very subtle. So subtle is the 
character of one’s writing from that of another that it is as 
difficult to point out their differences as to describe in so 


many words the difference between various kinds of sweetness, 
of sugarcane, milk etc. Dandin says: 


RRUAR FART un ATT: TIT | 

aa JAA qudd sepe ml || I. 40. 

zR aiga fia aasufmeuuma | 

agang A VIIa gad adatatuam: |! 

zgeen mgA Wed | 

qurfü a dame aeaefa sm || I. 101-2. 
S/aradatanaya says on Riti in his Bhavaprakasa : 


gawd sfaged aaa: mie | 


emer daca Dear afifraata i 
Ch. I, pp. 11-12, lines 21-24 
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q ARAA Ta Tate: | 
df df fader art prf eat (| 


Ibid., p. 12, lines 1-2. 
As explained by Bhoja, 


(te menfa siae I emt | S. K. A., II. 17. 


Rīti is the characteristic way of a writer. The other words 
used as synonyms are Gati, Marga, Panthah and Prasthāna. 
In Tamil and especially while our Rasikas appreciate our 
musicians, we hear of the particular Pantha, Vali or.Nadai 
of each artist. All these words mean style. A poet of mark 
has a style. To posses a distinct style is to be a poet of mark.. 


a AY sedg af Wasa | 

- aaa di ft alfa: a seat fe grad (| 1.10. 
Bea BAN A Feat: epu WAI | 
Kai g Aaa: Gated BHAT: || I. 17. 


—Nilakantha Dīksita, Gangāvataraņa Kāvya. 
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APPENDIX 
RĪTI IN THE AGNI PURANA 


THE Alankāra section in the Agni Purana is a hopelessly 
loose heaping of all sorts of ideas taken from this and that writer 
and does not deserve to be treated seriously as representing 
any systematic tradition. Dr. De supposes in his Sanskrit 
Poetics that it represents a systematic tradition which stands 
separate from that of the orthodox’ Kasmirian writers and 
which is followed by Bhoja. It is not a Purana compiler of 
such a nature that hints at new paths in special S'āstras and 
surely the compiler who borrows from Tantravarttika, Bhartr- 
mitra, Bharata, Dandin and Ananda, may well borrow from 
Bhoja, who takes credit for the new Rasa theory propounded 
by him in his Srngāraprakāsa: The truth therefore is that 
the Alankāra section in the Agni Purana is definitely later 
than Bhoja, from whom it borrowed not only the Ahankara- 
Abhimāna idea of Rasa expounded in his S'rngaraprakasa and 
already referred to in his Sarasvatīkaņthābharaņa, V. 1, but 
also some S'abdālankāras and other ideas. 

The Alankāra section of the Purāņa is spread over eleven 
chapters, (chs. 337 to 347). The first chapter deals with 
| Kavya and of it, the Purana says that Rasa is the life. S'I.. 
337/33 places Rasa above Vagvaidagdhya which can be said 
to be identical with the concept of Vakrokti as applying 
generally to poetic expression as such and asa whole. The 
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next chapter deals with drama. The third is completely 
devoted to Rasa and from this third chapter up to S'loka 17 
of the sixth chapter, the subject dealt with is Rasa. For, 
the fourth which speaks of Ritis and Vrttis, deals with 
Buddhyārambha-Anubhāvas ; the fifth which is called quat 
AST AEA. deals with S'arirárambha Anubhāvas, such as 
the Alankaras of the Alambanas in the shape of damsels, the 
glances etc.; and the first part of the sixth again deals with 
Rasa. The rest of the sixth, and the seventh treat of S'abda- 
lankāra and are followed by the eighth speaking of Artha- 
lankara. Chapter 345 describes Ubhayālankāra, chapter 346, 
Gunas and the last chapter (347), Dosas. 

Vrtti is Cesta and Pravrttiis Vesa or Aharya. Riti is 
Vacana or speech. Says Rājasekhara, and following him 
Bhoja also in his Sr. Pra. : ES 


qa Ramm: safe:, fener: gf, gaa- 
fragu: tifa: | (K. M., p. 9) 


Vrtti is dramatic action as such and one of its varieties 
is Bhāratī which however, being speech, is the Vācikābhinaya 
which is examined from the point of view of various Rītis. 
Aharya is invariably Nepathya, dress and make-up. No 
doubt, it forms a. part of Vrtti, even as Riti forms a part of 
Vrtti. We find the graceful dress included in the definition of 
the Kaisikiorttia] 'SEXUFTE3 etc. In graceful action, graceful 
dress also is comprehended. Therefore Vrtti and Pravrtti are 
intimately related, as Shakespeare also says, ‘ apparel oft pro- 
claims the man” As the Visnudharmottara says, Pravrttis are 
FAA: | Āhārya which is dress, is Pravrtti—Vesavinyasa. 

1 : H . 

E. E. CIR Vrttis in JOR., Madras, vol. VI, part 4 ; 

* Vide JOR., Madras, vol. VII, part, I, pp. 49-51. 
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"These three, Rīti, Vrtti and Pravrtti (speech, action and dress). 
are all Anubhāvas, and are classed as Seque: by Bhoja 
in chapter XVII of his S'rügara Prakāsa.' S'ingabhūpāla: 
also follows Bhoja and says in his RAS., I, p. 64: 


gaara sr: fafta: | 


Following Bhoja's S'y. Pra. the Purana also considers the 
three, Rīti, Vrtti and Pravrtti as Buddhyārambhānubhāva : 


aa VN MIN: 2 H(H) IEIRA grad | 
ata Wap sn, dow RIRIA: || (339/53, 54) 


The Buddhyārambhas, Rīti, Vrtti and Pravrtti, form the 
subject-matter of the next chapter (ch. 340). In ch. 339, sls. 
44-45 begins the treatment of Anubhavas : 


adana- STATA: | 
ARA vs AZT aga gA cu: d^ 


Sls. 46-50 describe aa AIRFHIAUIaT:, sls. 51-53 (first 
half), &l&31 qA, sls. 53 (second half), 54 and ch. 340 
describe s[g3KFHI: and ch. 341, as is said in its first verse, 
describes 3K]RFEUIT: | These are all Anubhāvas and are called 
Abhinayas. From the point of view of the four kinds of 
Abhinaya, these are re-distributed and the study of Anubhavas 
closes with sl. 2 of ch. 342, after which some general 
aspects of Rasa are taken up. Vāgārambha is Vacika ; Mana- 
ārambha is Sāttvika (Sattva=manas; Hqed fe Aa: Graqead 
says Bhoja in his Sr. Pra., ch. XI) ; S'arirarambha is Angika 

1 pp. 208-236, vol. III, Mad. MS.; vide also S'aradatanaya. 


who follows Bhoja. Bha. Pra., pp. 11-12. 
? See Bhoja. SKA., V, S1. 40, p. 477. 
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and Pravrtti which is one of the three Buddhyārambhas is 


Ahārya What about the other two Buddhyārambhas, Riti 


and Vrtti? Vrtti pertains to all action. Its first variety 


called Bharati and the Buddhyarambha called Rīti are Vāci- 
kābhinaya and are to be taken along with the Vāgārambhas, 
Alapa etc. According to the traditional meanings, Arabhati 
will be Āngikābhinaya, Sāttvatī Vrtti will be Sattvikabhinaya 
and Kaisikī Vrtti will be all Abhinaya that is graceful. But 
to adopt the more correct meanings of these concepts, as 
explained in my paper on the Vrttis in the JOR., Sattvati will 
go with Sattvikabhinaya and Arabhati and Kaisiki will go with 
all Abhinayas, forceful and graceful respectively. 

Chapter 340 of the Purana is called Ritinirüpana. '.Cor- 
rectly speaking, it must be called gga ARTA, or AAR- 
safafe qum. ; for, in the foregoing chapter, Hate and 
AIR have been dealt with and its succeeding chapter (ch. 
341) treats of SKKREW. As it is, it treats of not only Ritis but 
of Vrttis also. This is the smallest chapter in the whole 
section and of its eleven verses, the first four are concerned 
with Rītis. Then begins a treatment of Vrttis. S'1. 5 enume- 
rates the four Vrttis; sl. 6 defines Bharati and up to the first 


Tecearfacarttaat ammzdr aras sfc: | 
INE Meal Hea: do 342/2 


This verse does not mean that Riti, Vrtti and Pravrtti, which 
are the three Buddhyarambhas, are Āhārya. How can speech and 
action be two varieties of dress? One cannot contend that the 
Purana has a new theory to expound viz., dress means speech and 
es eee ae pari e wie S really means that Pravrtti, 

e Buddhyārambhas, is the Aharyabhinaya 
Gere f , 3T get ARRA, Wr emen: 1). Even such a 
clumsy text as the Agni Purana cannot mistake Āhārya as any 


thing but dress. See also IH 
I have reconstructed E e E M ms 


t . 7 
section of the Purana. erpreted many of the passages in this 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by éGangotri Siddhanta Gyaan Kosha 


RITI 177 


half of sl. 10, we have the varieties of Bharati (aita) 
described. Then there are two lines, one giving a short defini- 
tion of Arabhati and the other abruptly stopping in the midst 
of the enumeration of the varieties of Arabhati. There still 
remains to be treated the fourth variety of Arabhati, the 
whole of the Kaisiki and the Sāttvatī Vrttis and the whole 
subject of Pravrttis. "Therefore I think that the text of the 
chapter as printed in the Ānandāsrama Series, is incomplete. 

The whole of the Alankara S'àstra is included in the 
Vacikabhinaya section of the Natya S'astra which is one fourth 
of drama, being the Bharati Vrtti. This Bharati Vrtti is 
studied and analysed into Laksanas, Gunas and Alamkiras. 
Closely akin to these is a composite study of the Bharati 
Vrtti in terms of Ritis or Margas, which was attempted at a 
later time. Still another study of the Bharati Vrtti is what 
Bharata gives us in chapter XXIV as the twelve ‘ Mārgas'' of 
the Vācikābhinaya. The expression in the shape of Ālāpa, 
Vilāpa etc. can itself be examined from the point of view of 
Laksanas and Alankaras and of the Ritis of Dandin. There is 
little difference between the text of a drama and a Kavya. 


The Vacikabhinaya portion is often treated as Kavya. All 


! ga arafeg fafagr: auraracarfeaqr: | 
AEAII AFEN: ARATA RAET: u 
ABIA ISA 


va ai fe Baar aaa aaa fter: N 
N. S'. XXIV. 49-57. 
Here, if one wants verbal identity in the shape of the word 
Marga, one can have it, but much value is not attached to this fact 
that Vilāpa etc. are also called Margas. Anyway such occurrence 


of the word Mārga in Bharata is to be noted by one interested in 
the history of the word Marga, as it is applied as a synonym of Riti. 


12 
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Kavya is drama of the Bharati Vrtti. That dWIKFW and the 
realm of fii Am: are identical and that the Ritis as pointed 
out in a study of a drama's Vacikabhinaya are identical with 
the Ritis pointed out in a Kavya will be plain on a persual of 
Slingabhipala’s treatment of Rītis in his R.A.S. 

The question of what things constitute the differentia 
of the various Ritis, I have tackled in the main chapter 
on Riti above and in the chapter on the ' History of 
Gunas' in my work on Bhoja's Syngaraprakasa. Also, in 
the third instalment of my paper on Vrttis in the J.O.R., 
VII.2, I have pointed out some facts which are relevant to 
this discussion. An analysis of Dandin's Gunas shows the 
existence in them of such things as Alankara, Samasa and 
metaphorical usage. According to Rudrata the Ritis are 
Samāsa Jatis. Vaidarbhi is the collocation with no compound 
while the compounded collocation, according to the number 
of words compounded, produces the Pancali, the Latiya or 
the Gaudi. Another line of thought shows us the develop- 
ment of Rītis as Anuprāsa Jatis, varieties of Vrttyanuprāsa. 
These appear in Bhamaha, are clearly formulated in Udbhata’s, 
K.A.S.S., and are called merely Vrttis by Ananda. By the time 
we reach Mammata, the three Vrttyanuprasa Jatis become ident- 
ical with the three Ritis, viz., Vaidarbhi, Pāiicālī and Gaudi. 
This line of enquiry lights up the early history of Riti and in 
Dandin's treatment of it we find all these ideas. For, what is 
Dandin's Samadhi Guna, if it is not metaphorical usage ? What 
is Ojas, if it is not the Samasa on the basis of which Rudrata 
defines the Ritis? Again, what is the first S'abda variety of 
Dandin's Madhurya except the sweetness born of Anuprasa, 
on the basis of which S'abdālankāra, three Vrttis are born and 
which eventually get identified with the three Ritis ? (Dandin, 
I, 51-58.) As a matter of fact, the subject of Anuprāsa is 
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‘dealt with by Dandin only in chapter I as comprehended in 
his Madhurya Guna of one variety pertaining to S'abda (for, 
f the other Mādhurya of Agrāmytā, we have the two sub- 
divisions of S'ābda and Artha) and not in the chapter on 
S'abdālankāra, a fact which has misled Mr. K. S. Ramaswamy 
Sastri' to say that Anuprasa S'abdalanküra is absent from 
Dandin. Even Yamaka is touched here by Dandin but is 
left out for special treatment in the S'abdalankara section. 
And what is this S'abda Mādhurya of Dandin, viz. Anuprāsa, 
except S'abdālankāra ? When we come to Vàmana, we have 
even Rasa coming in as constituting the Guna of Kānti of 
Artha, in the study of Riti. Therefore it cannot be said 
‘simply and naively that some absolute entity called Guna, 
which. is quite different from Alankara etc. defines Riti in 
Dandin and that other writers and their definitions of Ritis in 
other words and other ways differ wholly from Dandin’s. 

The Agni Purana borrows its definitions of the Ritis 
from Bhoja, (chapter XVII, on Anubhavas, in the S'r. Pra.), 
where Bhoja himself borrows from Rajasekhara. Later than 
these, Bahurūpa Misra, in his commentary on the Dasarūpaka, 
(Mad. MS.) reproduces these definitions of the Ritis with the 
mention of Bhoja's name. The Kavya Mimamsa says: 


1. —Hq— WWW, Sj, aah SRI 
sr ela AÀ: | (p. 8.) 
c EN 
2. —"q—— 2W4HHIWHA, SING, BATH FT SRI 
aT Talat AR: | (p. 9.) 
. N A O 
3. —aq engana, MAN, AARNA a 
ar aaat f: | (p. 9) 


"See his Sanskrit Introduction to his edition of Udbhata's 
K.A.S.S. with Tilaka’s commentary in the Gaek. series (p. 19). 
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To these three’ Bhoja adds the fourth Latiya which the 
Purana takes. In the above definitions of the three Ritis, 
three factors count—Samasa, Anuprasa and Yaugika or 
Aupacārikaprayoga. Of these, Samāsa (of Rudrata’s Ritis) 
is the Guna of Ojas ; Anuprasa (of the Vrttis which are finally 
identified with the three Ritis) is one of the two kinds of 
enya of Dandin; and Upacāra mentioned by Rajas‘ekhara 
is Dandin’s Samadhi, metaphorical expression, personification 
etc. There is however no trace of Yoga Vrtti as a part of the 
laksana of Ritiin Dandin. Dandin has also said that Vaidarbhi 
has a kind of Anuprasa, has something like €4alqolt, for it 
is a discriminate employer of such varieties as FAA, and 
that it is Gaudi which loves Anuprāsa as such and Samāsa as 
such. The Vaidarbhi of Dandin also has little or no com- 
pound. This Bhoja follows in the Anubhāva-chapter in his. 
Sr. Pra. (chapter XVII) and the Agni Purana borrows from 
him when it says that 


1. Pāūcālī is STARZ, gl and gadag, 

2. Gaudiyà is feat and aaaftanacaut, 

3. Vaidarbhī is IAN ag: al or zaan fafa. 
TARASA] and ABAT, and 


4. Latiya is SANASTA, EPER] and arfafaser 
(Sls. 2-4. 


"In the definition of the Latiya, the following line is 
printed wrongly: qficasssfagitsfa eraitearedt 1 
It must be thus corrected : ake erased 0 


and it means that the La 


l t tiya does not hay - 
Bera expression. have too much of meta 
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Bhoja’s definitions are as follows: 


L aq ARRAI, AIRIA, SAARNA, 
Taga, ANSE qu: at NA | 


2. ag aAA, Repi, MANERA, NET- 
smear, Arete gu, ur NAA | 

3. 3d AJAA, AAFAA, GAJĀNA , A- 
agree, aware su, at degt | 

4. "Wi sau, sigue, agua, sud 


aati, afer qu:, aT TA | 
S'y, Pra. Mad. MS., chapter XVII, vol. III, pp. 212-6. 


The word Vigraha in the-Agni Purana stands for Samasa ; 
for, it is for a Samasta word that we give Vigraha. 

Thus the characteristics which are given in the definitions 
of Ritis in Rajasekhara, Bhoja and the Agni Purana are not 
wholly unrelated to Gunas and these Gunas themselves are 
not certain absolute entities standing apart. The Upacāra is 
Dandin’s Samadhi and the feature of Vigraha or Samasa 
comes under Dandin’s Ojas. Therefore it cannot be held that 
“the Rītis in the Purana have not been distinguished from 
one another by the presence or absence of certain poetic 


excellences (Gunas)." ' 


! See also my S'rigara Prakas'a, vol. I, pt. I, pp. 198-9. 
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A Survey of the concept of Vrtti in the realm of Natya 
where it originated was made by me in an article entitled the 
Vrttis in the J. O. R, Madras, vols. VI and VII. But like many 
other concepts, the Vrtti passed into Kāvya also, experiencing 
many vicissitudes which form the subject of this chapter. If 
the concept is studied in relation to Kavya, i.e., S'ravya Kavya, 
in Alankàra S'astra, this is what we must logically expect : 
The whole field of S'ravya Kavya is Bharati Vrtti. Descrip- 
tions of love, evening, moonlight, seasons etc., must be Kaisikī 
and of war etc., Ārabhatī. Sattvati, if we accept it as the name 
of action, is as absent from Kavya as Bharati is present. 
Bharati or the text of the whole Kavya will be modified, 
according to the situation, by Kaisiki and Arabhati, producing 
two main varieties of Bharati going by the names Vaidarbhi 
Rītī and Gaudīyā Rīti. The concept of Guņa must here be 
related to these. The two and the only two Gunas necessary 
here for classification are Madhurya and Ojas, characterising 
the two extremes of S'rigara and Raudra. The Mādhurya 
Guna, the Kaisiki Vrtti and the Vaidarbhi Riti will go to- 
gether on the one hand as distinguishing certain Rasas, Iti- 
vrttas and verbal expressions, and similarly the Ojas Guna, 
the Arabhati Vrtti and the Gaudi Riti will go together as 


characteristics of a different set of poetic conditions. Guna 


will be the nature of the Rasa; Vrtti, the nature of Vastu 


or ideas or Itivrtta; and Riti, the nature of the expression of 
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the first and the second in suitable words. This, in brief, 
must be the simple and strictly logical position of Vrtti in 
Kavya. But, in actual history, its career is not found to be so 
simple. 

In poetics we have many concepts having the name Vrtti. 
The only one Vrtti with which we have nothing to do here is 
the =@afa, the significatory capacities of words. The other 
concepts called Vrtti are three, viz., (1) varieties of alliteration, 
agaa (2) varieties of compounded collocation, anaa, 
and (3) the old Vrttis, Kaisiki etc. of Natya. 

Bhamaha, in K. A. II. Sls. 5-8, speaks of three kinds of 
Anuprāsa. He first gives Anuprāsa as the repetition of the 
same or similar sound—s&savifaeaa and illustrates it by an 
alliteration with the sounds ‘+d’ repeated. (S/1. 5.) In S/l. 6, 
he gives another variety of Anuprāsa as being held by others. 
It is called AMAJN and is illustrated by the liquid allitera- 
tions of *ē'. In S1. 8, Bhamaha says that still some others 
speak of another variety of Anuprāsa called adaga which 
is illustrated by a repetition of syllables. Thus it is clear that 
Bhàmaha mentions at least three kinds of Anuprasa, the first 
nameless, the second MEAAG and the third &IeTgHm. When 
this is so, we are not able to understand how, to point out the 
addition made by Udbhata, both his commentators say that 
Bhamaha recognised only two kinds of Anuprasa. 


ama f& apace feta A- 
CAAT | Pratīhārendurāja. 
amà Ē fafad ewm agai a aaia | Tilaka. 


Udbhata gives three kinds of Anuprasa (I-1 and 3-20), viz., 
mana, BANG, i.e, GAMA and zga. Of these the 
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last is the same as mentioned by Bhamaha; the first is new and 
as regards the second, it is partially available in Bhāmaha. 
The second is given as having three varieties in the K. A. S. S., 
the varieties being called Vrttis by Udbhata, from which 
this second Anuprāsa is named later as Vrttyanuprasa. He 
names the varieties or Vrttis as Parusā, Upanāgarikā and 
Grāmyā. The last is the same as the Grāmyānuprāsa in 
Bhāmaha and is illustrated by a similar verse of ‘ @—allitera- 
tion’. The Upanāgarikā is illustrated by an alliteration with 
the soft and nasal sound combinations like -¢, This is perhaps 


the same as the first ‘=q? variety cf Bhāmaha. The Parusā 
is newly mentioned by Udbhata as a case of Anuprasa with 
S'a, sa, repha, ta etc., i.c., harsh sounds. Now, the appropriate 
manipulation of alliterating sounds helps Rasa certainly. The 
repetition of harsh sounds and the Parusā Vrtti produced by 
their Anuprāsa, help Vīra, Raudra and Bībhatsa Rasas. The 
Upanāgarikā, using conjunct consonants with nasals and the 
Grāmyā also to some extent, help Syngāra. Therefore 


Pratīhārendurāja explains Vrtti as the use of such sounds as 
suit and suggest Rasa. 


aaa ZINI ARAARA: TAA- 
afaa | aa fer, celeste | 


The first Vrtti is so called because of its harshness, the 
second because of its being refined like the city-bred dam- 
sel and the third, because it is all soft like an unsophisticated 
country-bred damsel. The third Vītti, Grāmyā, is also called 
Komalā, signifying the other extreme of the first, viz., Purusā. 

Anandavardhana is very well acquainted with these Vrttis 
of Udbhata. He considers them to be the result of the Gums 
Madhurya etc. in the collocation. (I, pp. 5-6.) In Uddyota 
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three he again mentions the Vrttis, Upanāgarikā etc. as being 
such use of words as will promote the realisation of Rasa. 
He takes the Vrtti in a double sense, in the sense of the Vrttis 
of Nātya, Kaisikī etc. which are to be considered in Kāvya 
also and in the sense of Upanāgarikā etc. The former he 
describes as ideas suitable or appropriate to Rasa and the latter 
as words suitable to Rasa (Vide Dhva. A. III, p. 182). 


WAIN aagi: | 
afaa AeA wa gaat fT: Raat: || III. 33. 


aan fe afaitaead | aa gg afer area 
AA ARRA wat: BWA ada: | TABATA SaR- 
mma awa fe Taiga afasfuss af area 
PEA 4 STUTHIdER | 


Later also Anandavardhana makes the same distinction 
and mentions the two Vrttis together. 


sez HAUT: PAIAR: | 
gwlsfü IRA ATASAA, HASAN || III. 48. 
ARAA ARTARRAI AAAA Beas We als, A: 
qaa Ag: same: aaan I aadd- 
dagī: faga: a: aag ataa A | 
Thus Anandavardhana states more clearly that in Kavyas 
there are two Vrttis, the Kaisiki etc. being the same as in 
Natya and the Upanāgarikā etc. which latter, from being 


varieties of Anuprasa in Udbhata, became Targas Aaa 
and thence in Anandavardhana became more generally Ydīg- 


TNA. 
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Abhinavagupta also takes Vrttis as not different essentially 
from Gunas. He mentions them as they are given by Udbhata 
i.e., as Anuprasa varieties : 


» 


da Råd da(gujeafāftmaa fusa aur fe 
Agata Geass quere faa. 
awa Barges Aasen ITA AR: | 
aisge arftafa + + + uem, Vesp ÅA | Ag- 
oa: saat, ATT Raan sahd Fa | 
ati paon: | a Ta APA AARAA- 
maaana sfunierfg a dda: ease gfā gu- 
asgo U4 | Locana, pp. 5-6, N.S. edn. 


He calls the Parusā, Dipta; the Upanāgarikā, Masrņā or 
Lalita and the Grāmyā, Madhyamā and Komalā. Leaving 
aside the metaphors in the names, one can see that the Parusā 
suits Vīra, Raudra and Bībhatsa Rasas and can go with the: 
Ārabhatī Vrtti; the Upanagarika and Komala suit Srngāra 
and Hasya and can go with the Kaisiki Vrtti. Abhinavagupta 
says in a later context: 

amka aad (Qaa) agaaa: seat A- 

ARA ARN AA WR | ASN grarēt | qur. gaa: 
TGT: FA agh Sra ga faa wa ARAN a: | 
p- 232, III. Locana, N. S. Edn. 

Thus Abhinavagupta 
ucita-vyavahāra, the one, 
the other, Upanāgarikā 


considers both the Vrttis as Rasa- 
Kaisiki etc., of Artha or ideas and 


l etc., of S'abda, words or letters. 
Therefore in Kāvya we will not have a classification of azea 
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and sva among Kaisikyadivrttis themselves. Bharati will 
not be a 3eaafa. It also becomes an Artha Vyavahàra or 
Artha Vrtti. All the four are Artha Vrttis and as distin- 
guished from them, the S'abda Vrttis are the three, Upanā-- 
garikā etc, 

If S'abda and Artha are thus distributed between Upanaga- 
rika etc. on the one hand and Kaisiki etc. on the other, 
what shall Riti stand for? Anandavardhana does separately 
mention Riti along with the Vrttis Upanāgarikā etc. in both 
the contexts noted above, in Uddyotas one and three. In 
Uddyota one, he, as interpreted by Abhinavagupta (Vide pp. 
5-6), holds Ritis also as dependent on Gunas like the Vrttis, 
Upanagarika etc. But strictly speaking there is no room for 
Riti in either Anandavardhana's scheme or Abhinavagupta's. 
For, Riti can be vaifadarezegagt— such use of words as are 
appropriate to Rasa but that place has been given to the Vrttis, 
Upanāgarikā etc. which have come to mean not exactly 
varieties of Anuprasa but use of words suitable to Rasa. 
Therefore it is no wonder that we soon see in Mammata 
the equation of the three Ritis, Vaidarbhi, Gaudi and Pancali 
with the three Vrttis Upanāgarikā, Parusā and Komalā. 
Mammata says that Anuprāsa is firstly of two kinds, Cheka 
and Vrtti Anuprasa and that the latter is the arrangement of 
letters suitable to Rasa. 


afafa tafimat summ: | K. Pra. IX. 


This Vrtti is of three kinds, Upanāgarikā which is the 
use of letters suggestive of Mādhurya, Parusā which is the dis- 
position of letters suggestive of Ojas, and Komalā which is the 
use of other letters. Finally Mammata says that it is these 
three Vrttis that are respectively called the Vaidarbhi Riti, 
the Gaudīyā Rīti and the Pāūicālī Rīti according to some. 
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VICUS EEDEEEIUIEE E 

S AS ^ A 
aapa g TEA AAST R: di 
žurfašar Wenger Gaal Fat: | IX. 3-4. 


qaaa gadi araatējai ad denii Mar aaga 
dida ZAA | K. Pra. IX. 


da (aa FART zağ: | Māņikyacandra. 


Hemacandra quotes and completely follows Mammata. 
K. A. p. 204. He however does not treat of these three Vrttis, 
which are the same as the three Rītis, in the S'abdālankāra 
section, but, with a slight improvement treats of them in 
the Guna section. Therefore he does not consider these three 
Vrttis as Anuprāsa Jatis but merely as three kinds of Varna 
Sanghatanā. 

Jagannātha goes even a step further. After elaborately 
examining the letters suggestive of or suitable to the various 
Rasas, he describes the Racanā suggestive of Mādhurya. Here 
he actually makes Vrtti another name for Rīti and speaks of 


“Vaidarbhi Vrtti’. 
TARAA: ararēkiā a aut USAT | 
aginn Aa | 
aage aga saaa | 
ra A ^ e t a 
dl Raa adt aana afa IEIRTRUITA |i 


RATA Tata fa faatraaižās area | 


R. G. p. 73. 
a : 
See above ch. on Riti, pp. 146-7. 
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In the history of this Vrtti in Poetics, Bhoja occupies a 
noteworthy place. For he says that some have given this 
Vrtti as of twelve kinds though mainly they are of three 
kinds, distinguished by three Gunas, viz., daa, sie: 
and sS*4HcTX. Bhoja does not call these by 'the old names 
Upanagarika etc. He applies those names to varieties of 
Srutyanuprāsa, (Vide p. 196. S. K. A. II). He gives new 
varieties of this Vrtti-Anuprāsa of old. 


peaa a aai zfeRerudta | 
digarimu Nfe 4 agm: di 
mafia ster Age few war | 
FART BAST Hat gear SET di 
zfa gaad fuer pA: Rad | 
Aol gaead Tarai ATAA |i 


S. K. A. II. Sls. 84-86. 


We see here that, though Bhoja does not use here the: 


names Upanāgarikā, Nāgarikā and Grāmyā, he uses still the 
names Lalitā, Parusā and Komalā and to these three adds 
nine more. After illustrating these he refutes them all. He 
opines that such Vrttis are unnecessary aus iey are not 
separate from either the Gunas or the Vrttis, Kaisikt etc. 


zA gean afa: fam afde aT | 
a qup a Ra: gaara || 


S. K. A. IT. 87. 


gaarāūtgaraifmmg wmwdbe f Rg aaah- 
asada: | Ratnesvara. 
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Having cast away this Vrtti (i.e., the old Anuprāsa Jātis 


increased into twelve), Bhoja holds another set of twelve 
Anuprāsa Jātis as being called Vrtti or Vrttyanuprāsa. They 


are named on a geographical basis. They are not heard of 
elsewhere and have little reality or propriety as regards their 


names. The names of these twelve Vrttis are ANIS, aa, 
alg, «gei, anA, AA, mgd, mA, ariel, aa- 


feim, AE and qld}. We don’t know why Bhoja satisfied 


himself with twelve provinces, while, ancient India is 
traditionally described as having comprised fifty-six provinces. 

Fortunately these Vrttis disappear in later literature. 
Even the old Vrttis Upanagarika etc. pass into obscurity and 
Hemacandra is perhaps the last to mention them. Later 
writers completely forget the names Upanāgarikā etc. as Vrttis 
standing for such use of words as are suggestive of Rasa. 
They keep the concept of the four ancient Vrttis derived from 
Natya, Kaisiki etc. and hold them, as Anandavardhana did, as 
the name of the development or delineation of such ideas, Artha, 
as are in consonance with Rasa. They are held as vdlfqa- 
adega. Side by side with them are held the Ritis for 
Taifadziegarz. Certain writers are satisfied with four Vrttis 
and four Ritis, while others increase their number. Bhoja has 
raised the number of both to six and has held both as two 
S'abdālankāras. He adds REGIA and Aega to the 
four old Vrttis of Artha Sandarbha and Avantika and Magadhi 
to the four Ritis, Vaidarbhi, Gaudi, Pancali and Latiya. 
(Vide S. K. A. II, pp. 133-139.) Among the six Vrttis, it 
happens as we expect that Bhāratī and Sāttvatī have not got 
the meaning they have in Natya. They are respectively put 
between the softness and sweetness of the Kaisikī and the 


force and blaze of the Ārabhatī. Bhāratī is Komalā and 
Praudha and Sāttvatī is the same with more Praudhi. In 
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Vidyānātha we find that Bhāratī leans to Kaisikī as Sse 
and Sattvati to the Ārabhatī as S9egler4.! Vidyanatha also 
assigns these four to the Rasas thus: S'růgāra and Karuna 
—Kaisiki; Raudra and Bibhatsa—Arabhati ; Hāsya, S'ānta 
and Adbhuta—Bhāratī and Vira and Bhayanaka—Sattvati. 
Vidyanatha accepts Bhoja’s two additional Vrttis also and 
considers them as the Vrttis of all Rasas. (Vide pp. 43-45. 
Prat. Yas’. Bhüs. Balamanorama edn.). 

The Kaisiki Vrtti goes with the Vaidarbhī Riti; the 
Arabhati with the Gaudi; the former pair is characterised by 
sweetness and delicacy while the latter, by force and energy. 
Murari thus couples the Kaisiki Vrtti and the Vaidarbhi Rīti: 


a ge An ss m A 
fad Rai ar dtatgrnoti PR: | 
GTAriSfi FAA: g RINE || A. R. VIT, 101. 
Coming to the last concept of Vrtti in poetics, viz., Vrtti 
as meaning varieties of compounded collocation—this appears 
in Bana and Rudrata. Bana mentions the Padavrtti in which 
the Padas are uncompounded, Asamasta. aqaa Riha 
AZZ | p. 250, the Kādambarī, N. S. edn. Rudrata says— 
ami gfīgat wala aaa | 
gd: WHTHACIKdA A NARTA: [| etc. K. A. II, 3-6. 
Collocation of words are of two kinds or Vrttis, uncom- 


pounded and compounded, Saal gf: and qaad a. 
The former is of only one kind and is called the Vaidarbhī Rīti. 


aana desi ARFA | II. 6. 


‘Such change in their import could not be avoided ; for these 
two cannot come into Kavya with as much ease and propriety as 
Kaislikī and Arabhati. 
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The amad afa: or the collocation with compounds is 
of three kinds. If the compounds are as long as possible, 
then it is called the Gaudiya Riti. If there are compounds 
only of two or three words, the resulting Riti is Pancali which 
comes nearest to the Vaidarbhī. When the compounds are 
of five or seven words, the Riti resulting from them is Lātīyā. 
We hear of the.study of compounded or uncompounded 
collocation as suggestive of Rasa under various circumstances, 
under the name Sathghatana in the third Uddyota of Dhv. A. 
But there we do not hear of the varieties compounded or 
uncompounded collocationas being called Vrtti or as directly 
producing the four Ritis. Above, in the preceding section, 
we saw how a concept of Vrtti, developing from Anuprāsa, 
soon called itself Riti. Here we are given a relation of the 
Ritis to the fact of a collocation having compound words or 
uncompounded words. This fact lights up the history of 
the Riti before Dandin and Bhamaha. As we find it in 
Dandin, we see that Anuprāsa, Samasa, Madhurya, Parusya, 
Komalya or some Guņas corresponding to these two last 
Gunas enter into the differentia of the Ritis. 

Rudrata knew also the Vrttis which are Anuprāsa Jātis. 
He gives, not three, but five kinds of them. 


AAU Nel Test SN VĀK JAT: Yu | 
anai armars AAN aman: || II. 19. 


Namisādhu, while commenting on this, mentions one 
Hari as having held these Vrttis to be eight in number. 


«MT 8l eft Sea: — 


"Ei tā apmeupsfeq treat g ēfēd 9 | 
TA HH 4 gut staat || 
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The three Vrttis added by Hari are atstat, fg and 
TRH and perhaps from Rudrata and Hari it is that Bhoja 
makes a set of twelve Vrttis which we noted above. Who 
this Hari is, is not known. He does not seem to be an 
Ālankārika. This verse is from a Prākrt poem of Hari in the 
introductory portion of which, as many other writers do, Hari 
speaks of some topics of Alankāra. These Vrttis, Rudrata 
says, as Anandavardhana also later says, are to be used, not 
with a vengeance but with discrimination, taken and often 
cast away with an eye on the Aucitya of Rasa. 


Ka: aAA eaters sae | 
frar: aaaea: ral ggāa gI: d 
Rudrata, K. A. II, 32. 


Thus the four Vrttis of Nātya live in Kāvya as waad- 
gea and as such stand in close relation to the Gunas. They 
are on a par with Ritis which are Tdifadagargā or in an 
earlier stage, with what has been characterised as S'abda Vrtti, 
Upanagarika etc. Of the four Vrttis, the Kaisiki and Arabhati 
have had the least or no change at all in Kavya. As can be ex- 
pected, Bhāratī and Sāttvatī, when they came into Kāvya had to 
cast off their old meanings of Speech and Action of subtle Bhāvas 
of the mind. Even the S'abda Vrtti, Bhāratī, became an Artha 
Vrtti leaning towards the Kaisiki as having less Saukumārya. 
Sattvati, as having less Praudhi, was made to mean a weak 
variety of Ārabhatī. 


13 
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ONE of the noteworthy points in the Sanskrit systems of 
literary criticism is that, in an inquiry into a comprehensive 
philosophy of the literary art, they do not separate poetry 
and drama, nor prose and verse. Bharata, in his Natya 
Slāstra, has. defined Drama as Imitation of the three worlds 
or representation of the actions of men of various nature: 
Seats: or ddameg: (N. S. I, 107, 113, 120 etc. 
Vide also Dasarūpaka I, 7). Consequently Bharata has per- 
fected a system of ideas of ‘ Loka Dharmi’, which term means 
‘the ways of the world’ or to put it short ‘Nature’, and 
stands to denote the realistic elements in Bharata’s Stage. 
In the concept of Prakrti, Bharata studies the various kinds 
of men, minds, and natures found in the worlds. In the 
concept of Pravrtti he has studied the provincial, racial, and 
national characteristics in dressing and other activities. He 
has elaborately dealt with Āhārya-abhinaya, dress and 


make-up, which, he says, must be appropriate to the Rasa 
and Bhāva. 


Tae Tai Atay | 
Tae gad TAA | N. S. XXIII, 42. 


! See my article on Loka Dharmi (Reali ) T 
(Conventions and Ideali „čaūsm) and Natya Dharmi 
Vol. VII. eslism) of Bharata's Stage in the JOR, Madras, 
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He has devoted separate sections to a consideration of the 
most proper way of correct speaking in the drama according to 
the emotions (XIX, 4I640011:), of the Svaras suitable for each 
mood and of the musical tunes, Jātyamsakas, appropriate to 
the varying Rasa and Bhāva (XXIX, 1-4). These remarks 
apply to the artists of the stage and theatre, the actors, the 
conductor and others. Regarding the work of the poet- 
dramatist, Bharata has analysed the text of the drama and has 
pointed out how the verbal qualities of sweetness, harshness 
etc., and the flights of fancies expressed in the form of figures 
of speech have to be appropriate to that Bhava or Rasa which 
is portrayed (XVII, 108-123). Thus at the end of the treatment 
of each topic: Bharata has an important section called 
* Rasa-prayoga ', where he points out what suits what. 

So much so that Bharata observes that, in judging drama, 
the ground of reference for success of the art is.the world: „He 
emphasises that one has to know the- infinite variety. of 
human nature—Prakrti and S'ila, on which is Natya or drama 
based. . 


armen sme: AÈ ated ATAKA | 


The * Pramana’ of Natya is finally only the world. A theorist 
can give a few indications and the rest can be learnt only 
from the world. : 


Stalts wa, fü aed ARANA | 
aeaa g AAT epe gad || 


arf avait 3 wat: arf Ren ar: ra: | 
ARIMA ala Tea SED. d 
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aq fü aaa fe ARA ART AI F | 
aan fo ag arserātā fe du 
qae: THAT: ate area ATA | 
aera: Kari R edes aaa: |i 
N. S, XXVI, 113-119. 


anita omar arf Baath atraft | 
N. S, XXIV, 214. 


(end of the chapter on dress and make-up). Nature or the 
three worlds or Prakrti or S'ila—all these can finally be re- 
ferred to by the single word Rasa which is the ‘Soul’ of 
poetry. Drama is the representation of moods, Bhava-anu- 
kirtana, as Bharata puts it. Out of these moods flow every- 
thing—the actions, the character, the dress, the nature of one’s. 
speech etc. Thus to this factor, which is at the root of all 
these things, viz., Rasa, have these things again to be referred 
for finding out whether in representing them, there is propriety 
Or appropriateness. Things cannot be estimated by themselves 
separately and labelled as good or bad, appealing or otherwise. 
That is, Gunatva and Dosatva do not inherently pertain to 
anything eternally but anything, according to the situation 
where it occurs, is either suitable or not; and in this suitability 
or otherwise lies Gunatva or Dosatva. What Bharata says of 
ornaments and decoration in the make-up of the cha 
true of all other parts of the art of representation by the poet 
and the production of the drama on the stage by the actors.. 
Bharata lays down that if a thin 
proper in a certain place with r 
greatest literary flaw. 


racters is 


8 does not agree or is not 
eference to Rasa, it is the 
Improper placing, like placing a neck- 


nklet round the neck, ca [ls 
laughter. n only produce 
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aa f& eg a ata saa | 
aen at a grendapeed || N. S'., XXIII, 69. 


It is a serious breach of propriety for a writer to describe 
a forlorn lady suffering from separation from her lord (i.e., one 
in Pravāsa Vipralambha) as having her body fully decked with 
jewels. In the realm of artistic expression the same rule 
holds good. A poet commits the greatest crime against Rasa 
if he introduces a cartload of ornaments of a verbal character 
in places where Rasa has to be effectively portrayed and where 
the absence of any figure is itself the perfection of art. The 
proper placing of things in such a manner as to suit Rasa and 
the avoiding of things not suitable form the essence of artistic 
expression. This is propriety, Aucitya. An anklet adds no 
beauty as an ornament but an anklet as an ornament for the 
ankle is helpful to beautify one. We can thus see how this 
doctrine of appropriateness, propriety and adaptation—all com- 
prehended in the one word Aucitya, is directly derivable from 
Bharata. Just put by the side of the verse of Bharata above- 
quoted, the verse illustrative of the theory of Aucitya given 
by Ksemendra in his Aucityavicāracarcā, in which work the 
doctrine of Aucitya had the complete elaboration into a system 
of criticism, and see: 


aza fe Ang a ata IRAR | 
daa asu ERTAINA || Bharata, XXIII, 69. 
qos usur, aane ART ERUD GT 
TÙ qme, ACH PRAT T | 
aio sod, feat seat, area È ATA 
Afaaa fiat fs sagd «emu TT: LI 


Ksemendra’s Au. V.C. 
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Thus the first work in the history of Sanskrit. Poetics contains 
implicitly. as much of this theory of Aucitya of the Sanskrit 
Alankāra S'āstra, as of the other theory of poetry, Rasa, ex- 
plicitly; even though emphasis on both these—Aucitya and 
Rasa—was again systematically laid only as late as the ninth,. 
tenth and eleventh centuries. _ 

Aucitya is harmony and in one aspect it is proportion 
between the whole and the parts, between chief and the 
subsidiary, between the Angin and the Angas. This perfec- 
tion is all the morals and beauty in art. At the final stage of 
its formulation as a theory explaining the secret of poetic appeal, 
Aucitya is stated to be the * Jīvita ', life-breath, of poetry. 
This Aucitya, which is proportion and harmony on one side 
and appropriateness and adaptation on the other, cannot be 
understood by itself but presupposes that to which all other 
things are harmonious and appropriate. Surely there has to 
be harmony and appropriateness in every part and between one 
part and another; but everything as a whole has to be pro- 
nounced proper and appropriate or otherwise by a reference to 
what constitutes the ‘Soul’—Atman of poetry viz., Rasa. 
Thus Bharata speaks of the Rasa-prayoga of Pravrtti, Vrtti, 
Guņa, Alankāra, Āhāryābhinaya, Pāthyaguņa, Svara and 
Jatyamsa. In later terminology, this Rasaprayoga is Rasa- 
aucitya. But Aucitya is only implicitly contained in Bharata. 
It was only rather late that Poetics got itself again wedded 
el identified with Bharata's Dramaturgy and took its stand 
NI ae as ve reat rM ficia vic 
account of the history of d du à ] i "Hic vie 

The next glimpse we -have di Ads ws EC M 

Su itya is in Magha, who, 

Māgha in his poem, has made some side-remarks which 


shoot their rays into the darkness of the early 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


HISTORY OF AUCITYA IN SANSKRIT POETICS 199 


history of Poetics. In canto ii of Māgha's S'isupalavadha, we 
have a verse on the policy best suited for the king, which, 
through comparison, drags in the topic of Gunas in Kavyas. 
or dramas. 


qst gar aT Aaa pega AeA: | 
SHAT: Sargi aT aR: FA: || S. V. II, 83. 


The king has to achieve his purpose with an eye on ex- 
pediency. Time and circumstance are the pre- -eminently 
deciding factors of his policy. There is no inherent good in 
either power or forbearance and peace by themselves but all 
goodness of a policy consists in its effectiveness, in using that 
which is suited to the time. Prowess is waste and will even 
ruin the cause where it is needlessly flaunted. Forbearance 
cannot help the king when he has to succeed by putting up a 
thick fight. Thus, adaptation is the only policy good for the’ 
king. The case is similar to that of a poet with whom the 
main concern is Rasa and Bhava and an understanding of 
their subtle nature. In portraying his characters and their 
actions and in describing them, it will not do if the poet sticks 
to one quality throughout, say Prasada or Ojas. When the 
Vira, Adbhuta: and Raudra Rasas appear, he has to adopt the 
Guna Ojas to suit the vigour, energy and blaze (Dipti) of 
those Rasas and when the key of emotion is lowered and 
quiet emotinal effects have to be produced, the requisite quality 
for the poet is Prasāda. Thus, not Gunas by themselves, 
but that Guna which is proper and appropriate—Ucita—is 
helpful to Rasa. This is Guna-aucitya. Aucitya is here 
Adaptation. Magha, as a poet, had this clear ‘insight into 
Bharata’s ideas of Rasa and Gunas appropriate to each Rasa. 
Bhoja considers such appropriateness in expression between 
the emotion and the stylistic quality as a Prabandha-guna, 
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i.e. one of the good features of good poetry. He calls it 
t agaaa . He means the same thing as what Magha 
says in the above-given verse, which also Bhoja quotes. 


Ar 
geada aA casa RS, AI le, 
a Me 

aa xa, aE uz Pease g easel 
Rada eft saa Cheap Sen] ar carafe: rā: 

(Magha, S’. V. II, 83.) 3fa veurqafa | Srngāra Prakāsa, 
Madras MS. Vol. II, p. 432. 
In the above-given verse of Magha we have an early * S'iro- 
daya’ of the doctrine of Gunas as the Dharmas of Rasa, the 
Soul of Kavya, which is one of the special contributions of 
Anandavardhana. In later terminology, Magha is here speaking 
of qoreeaeal-ail fae, appropriateness of letters and collocation, 

or simply quia. A 

It is again in respect of Guņas that we have a faint 
Bhāmaha glimpse of the idea of Aucitya implied in certain 
and Dandin ports of the treatises of Bhàmaha and Dandin. 
Magha says that Gunas must change and be appropriate to 
the Rasa and the Bhava of the situation. 
wrongly placed is a literary flaw, directly hindering Rasa. 
Thus the breach of Aucitya gives rise to flaws. In one way, 
the greatest Guna or excellence of poetry is only Aucitya 
and it comprehends all other Gunas; and the greatest Dosa 
or flaw comprehending other flaws is Anaucitya.! Thus when 


! (a) Sazves'var. (p. 2 : 
SAC P. 20, Madras MS.) gives 
seven Vakyartha d e Aucitya bhanga is con- 


Ojas or Prasāda 


a, in his Sahityasara, 


: Osas, and among th 
sidered as the first. , Ses 


_ (b) Cf. also Mu 


0 nicandra's commentary on D i 
Agamodaya Samiti Series, p. 11 a): i harmabindu 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


HISTORY OF AUCITYA IN SANSKRIT POETICS 201 


the Riti is not suited to the Rasa, we can say that there is 
Riti-anaucitya and a Dosa called Aritimat. But the Gaudi Riti 
which may not suit S'rhgàra cannot be condemned altogether as 
eternally unsuited to all poetry. The Gaudi Riti can effectively 
suggest Vira, Adbhuta, and Raudra Rasas and in the cases of 
these three, the Vaidarbhi suited to S'rhgàra may be‘ anucita °. 
There may be harsh sounds and heavy, long and swollen utter- 
ances in a highly worked-up emotion of the kind of Raudra ; the 
harsh sounds which suggest the Rasa in this case must be 
avoided by the poet in S'rngāra Rasa which is suggested by 
sweet assonances and delicate sound effects. Therefore it is 
that the Dosas, given as such in separate sections by Bhama- 
ha and Dandin, are, to use a word which came into currency 
only after Anandavardhana, Anitya. That is, in certain cir- 
cumstances Dosas cease to be so; there are no fixed Gunas or 
Dosas; what is Guna in one case is Dosa in another and 
vice versa. 

In chapter I, Bhāmaha deals with certain Dosas in the 
last section beginning with sl. 37. After defining and illus- 
trating them he says that these flaws cease to be so sometimes 
and really give beauty to expression. 


aaan gevaft wd | 

«là TIAMAT WU II 
fafaga aa abrrareate | 
area AARNA |) 


saatragfā dd fear gaaarafi | 


aar agaaa: araa TAAL |i 
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The principle behind these observations is Aucitya, adap- 


tation. Again, in chapter IV, Bhamaha speaks of such flaws. 


in poetry as Lokavirodha. The flaw of Lokavirodha, which 
is going against nature, is nothing but the non-observance of 
the Aucitya of Prakrti etc. Here, he also points out that re- 
dundance, Punarukti, which is generally a flaw in expression, 
turns out to be an effective way of expression in fear, sorrow, 
jealousy, joy and wonder. 


WIAA GAITA | 
qur TH aA GAS d da, fae: d IV, 14. 


There is also the saying * ÀA aa gtemA |” 


It is in the same section on Dosas that the principle of 
Aucitya is implied in Daņdin's work also. Daņdin treats of 
Dosas in the fourth chapter of his work. Each and every 
Dosa is given with a qualification that in certain circum- 
stances it ceases to be Dosa and turns out to be a Guna. 
Thus Apārtha, the first flaw, is generally a Dosa but it is the 
most proper means of successfully portraying a madman’s 
raving, a child’s sweet prattle or the speech of a sick man. 


agamia aa aand fiaa | 
SARANTIS TALS |1 IV. 5. 


FHM Rama Naa ARa | IV. 7. 


Speaking of the flaw of Viruddhārtha or Vyartha, Dandin 
says that there is such a state of mind also in which en 
contradictory speéch is the natural mode of expression and 
hence, in those places, the flaw becomes an excellence 
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afta pfa wr difigstu ad: | 
aai adafa fiegtaitt urā || IV. 10. 


Punarukta, as has been pointed out by Bhāmaha also, is no: 
flaw but is an effective way of expressing compassion or any 
stress of emotion which needs repetition. Samsaya or the use 
of doubtful or ambiguous words may generally be a flaw but 
when such words are wilfully used, as is often needed in the: 
world, they are perfect Gunas. Thus Dandin shows excep- 
tions—Vyabhicara—to all the Dosas. He is fully aware, that 
in the realm of poetry, a certain thing is not Dosa by its very 
nature but that it is so because of circumstance, a change of 
which makes it a Guna. He thus finally concludes : 


fiīrrurotstās FARAR | 
sar saat didi famed || IV. 5-7. 


Bhoja developed the same idea by constituting under the: 
head ‘Guna’ a peculiar class of Guņas called the Vaisresika 
Gunas. These are the flaws above noticed which Bhamaha 
and Dandin considered as excellences sometimes. (Vide the 
Sarasvatikanthabharana, chapter I. S'ls. 89-156, pp. 78-119). 
Bhoja calls them also Dosagunas. As a matter of fact, all 
Gunas and Dosas are ' Vaisesika'. ‘It all depends’, says 
the discerning critic in literature as one says in this complex. 
world. The fact of Dosas becoming Gunas recorded by 
Bhamaha and Dandin means, if it means or implies anything, 
the doctrine of Aucitya as the only ruling principle holding 
good in the realm of poetry for ever. It is because of this 
that, in Poetics, Dosas are called Anitya. It is only a clearer 


! I have spoken of these at length in the chapter on the History 
of Gunas in my book on the Srigara Prakas'a. 
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‘statement of what Daņdin' has said in the Dosa-section that 
-we have in Anandavardhana and Abhinavagupta, who say: 


ahga ata erfreut ufu: | 
aada IRR d Ear gender: N 


Dhva. Ā. II, 12. 

aft pup afte Gem p dtuaererdarāt asi 

(afigerdtai) serie, seat a ada afi 
aafadtata Ala: | Locana. 


"The principle by virtue of which ‘harsh sounds'—S'ruti- 
dusta—which form a Dosa to be avoided in S'rngāra become 
themselves a Guna highly suggestive of Raudra etc., is Adapta- 
tion or Aucitya. (Vide also Dhva. A. III, 3-4). 
In the first half of the 8th century, King Yasovarman 
of Kanauj, patron of Bhavabhiti, wrote his 
awn rma”, drama Rāmābhyudaya, whose prologue has 
aoe some interest to the student of the history of 
Poetics for a verse in it on certain concepts 
connected with theoretical literary criticism. That veritable 
mine of quotations, the stupendous S/rhgara Prakasa of king 
Bhoja, quotes that verse. Bhoja considers a number of 
Alankaras of Prabandha, i.e., good features of a poem or a 
drama asa whole. One of these Prabandhalankaras is given by 
him as ‘excellence of build — afad AIžīkčdā— which means, 
according to him, that the minor ‘ descriptions’ in a Mahā- 
kāvya must be so set in the framework of the story that they 
‘do not appear irrelevant or overdone. 
its aspect of Proportion, harmony and stri 
of all details from the point of view of 
that this applies to drama als 
varman shows. 


This is Aucitya in 
ct artistic relevancy 
Rasa. Bhoja means 
© as his quotation from Yaso- 
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aq aaa aaa see sft |. 


athe aut seagi, aa rfe 
gfe: a (au C, HATA 4 NTR: | 
afe: mgin AA, fea aegrdat: 


fagfa: wRaaamae:, aag a: ||” 
Sr. Pra. Mad. MS. Vol. II, p. 411. 


This is the earliest instance so far known of the occurrence of 
the word Aucitya. Yasovarman here refers to a number of 
good features which a good drama should have. First among 
them are Aucitya of expression, t.e., speech written according 
to the nature and level or rank of the characters and Aucitya 


"That this is a verse in Yasovarman's Rāmābhyudaya is. 
known from the Locana on the Dhva. A. III, p. 148. Ananda- 
vardhana quotes from the second line of the above verse, the bit 

* F491 ARI a arfama:’. Explaining the phrase agv which introduces. 
this quotation, i een says: ‘agente 1 arga aera 1” 
There should be a full-stop in the text here and the words feaafafa 
qar azgi in the Locana do not form any quotation, as the N. S. 
edn. suggests by clubbing them together with qal4W"I and by 
giving them with quotation marks. The correct text should be 
feafafata, TUI | feafafafa is a Pratika and refers to the word 
Sthiti in Anandavardhana's Vrtti ‘Raana aafaa fesrfer 
AFAT etc. This word Sthiti is interpreted by Abhinavagupta as 
the course of the story ^ AIsgar?. 

That it is a verse from the prologue can easily be known ; for 
such verses can figure nowhere else. Mark the similarity of this 
verse to the verse ‘qarana etc.’ in the prologue to the Māla- 
tīmādhava of Bhavabhūti who wrote in Yas'ovarman's court. Also 
note in the III line the Guna mentioned by Yas'ovarman “ay feer 
aleaqaai: > which Bhavabhüti also mentions. ' KAA RA a quum . 
This seems to have developed into the Praudhi forming the 
Arthaguna Ojas in Vamana, III. ii. 2. 
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of Rasa, i.e., delineation of characters in their proper moods 


with an eye to developing the Rasa in the proper place. 


"These to comprise the external and internal Aucitya or Aucitya 
of expression and Aucitya of the content, t.e., the Rasa. On 


this point Yasovarman has emphasised only what Bharata 
had laid down as regards Prakrti and S'īla. The second 
mentioned Aucitya of Rasa, its appropriateness to the Patra, 
the character and its development in the proper place (urāt- 
fuc, gfe: rargct THEY) are elaborated into many rules of 
Rasaucitya by Rudrata and Anandavardhana as we shall see in 
a further section. 

It is this all-round Aucitya called by Bhoja an Alankara 
‘and Sannivesaprāsastyam that Lollata also emphasises. Lollata 
wants every part of the Mahākāvya to be Rasavat. All these 
are various ways of putting the idea of the Aucitya of Rasa, the 
‘Soul’ of poetry, without basing oneself on which, none can 
talk of Aucitya intelligibly. 

In practice, as can be seen from the numerous and large 
Mahakavyas, which are entitled to that name 
because of their bulk at least, all notions of pro- 
priety had become-unknown to poets. The several limbs over- 
developed themselves separately, like elephantiac leg, and the 
Kavya as a whole was an outrage on harmony and Aucitya. This 
Lollata severely criticised, perhaps in his commentary on the 
Natya S'astra. To this aspect of Aucitya viz., proportion and 
strict relevancy of every detail, Lollata drew attention. In 
the gap between Dandin and Rudrata, two or three stray 
verses of Lollata quoted by Rājasekhara, Hemacandra and 


Namisādhu give us a flash in the dark and we see how, 
by stage, 


Lollata 


stage 
the concept of propriety or Aucitya was developing. 
These three verses of Lollata emphasise Rasaucity 


; a, Aucitya 
of parts to the chief element called Rasa i.e., the as 


pect eallcd 
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proportion. Ornaments hide beauty if they are not structural 
or organic; similarly ‘ descriptions ' have to logically emerge 
out of the story and the complex course of its Rasa as a 
necessity. Descriptive cantos should not stand out like out- 
houses and isolated places for the poet’s mind to indulge at 
length in excess. This is true of the drama as much as of the 
epic poem. In a drama, the sub-plots, the Pataka and the 
Prakari and the Sandhyangas should not be considered by 
themselves as having any virtue but should be seen to be 
relevant to Rasa. This Anandavardhana emphasises, as we 
shall see. As regards the Mahakavya, Lollata [Aparajiti, i.e., 
son of Aparājita'] says according to Rājasekhara : 


‘ag aa fede endum; fed quad wa fae 
qw, T g fuer? gfā anA: | aee— 


AMAT aaa aaa ea fae | 

Mali «args Taatad ve LI 

ag aR Ranganna Fa: | 

afar: Aaa at aaa zu LI 

K. M. I, ix, p. 49. 

The second verse in the above quotation, along with its follow- 
ing verse, is quoted by Hemacandra with the mention of the 
name Lollata. The additional verse quoted by him criticises 
the poets for setting apart cantos for such feats as Yamaka, 


Cakrabandha etc., in a Mahakavya, they being very inapprop- 
riate and uttterly unhelpful to the emotional idea of the 
epic poem. 

''Vide my paper on Writers Quoted in the Abhinavabharati, 


Journal of Oriental Research, Madras, Vol. VI, Part II, p. 169. 
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aa 4 AGE: 

gg afaka ugad ga: | 
maanen rA Haaai at Aa: TAT N 
FATIMA fast fats RR RIA: | 
afaa Teghtarfesaet at |1 gR d 


K. A. Ch. V, p. 215. 


Namisādhu, on Rudrata III. 59, quotes the additional verse 
quoted by Hemacandra and emphasises with its authority the 
principle of Aucitya. 

Thus proportion and harmony form an aspect of Aucitya 
which is propriety, adaptation, and other points of appro- 
priateness. From the point of view of the perfect agreement 
between the parts and the chief element of Rasa, from the 
point of view of this proportion and harmony, I think, Aucitya 
can be rendered in English into another word also viz., 
‘Sympathy’, which as a word in art-criticism means ‘ mutual 
conformity of parts’. 

From Dandin we had to come to Lollata before we 

cen could again catch sight of Aucitya as a prin- 

ciple underlying many literary dicta. This 
means that we have to come almost to the time of Anan- 
davardhana whom Rudrata must have slightly preceded. 
Up to the time of Rudrata the concept was developing un- 
consciously without a name. The name Aucitya was not given 
to the idea by any writer of poetic theory, and one more 
useful word was not thus added to the critical vocabulary of 
the Sahrdaya. . But the word Aucitya must have slowly 
dawned in the circles of Sahrdayas and we first see that word 
used in theoretical literature only in Rudrata’s Kāvyālankāra, 
a work which has not yet left the primitive Alankāra-stage 
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of criticism but has however embodied into itself a good deal 
of the concept of Rasa, which alone, according to it, made 
poetry that interesting and charming thing it is—Sarasa. 
The word Aucitya occurs often in Anandavardhana’s work 
and Rudrata is only the first writer to mention it in theoretical 
literature. For, earlier, in the first half of the eighth century, 
King Yasovarman of Kanauj uses the word Aucitya with 
much theoretical significance, in much the same significance 
as the word is used with in later times, in the prologue of 
his lost drama, Ramabhyudaya, as we have noticed above. 
Thus the three stages to be noticed in the appearance of the 
name Aucitya is its mention by Yasovarman, treatment of it 
to a small extent in Rudrata and to a large extent in Ananda- 
vardhana’s Dhvanyāloka. Rudrata just preceded Anandavar- 
dhana or was an early contemporary of his. He was perhaps 
writing in S'ankuka's time. Some ideas given in the Dhva. A. 
are already seen in Rudrata’s work. Many of the Rasa dosas 
mentioned by Anandavardhana under Rasaucitya in Uddyota 
iii are found in Rudrata’s K. A. What we must note here at 
present is that though Rudrata treats of Alankaras so largely 
and though his work is yet one of the old period in which 
works are called Kāvya-Alarkāra, he has realised the impor- 
tance of Rasa to suit which Alankaras exist. If Alankāras are 
otherwise, they have little meaning. That is what Anandavar- 
dhana develops in a section on Alankārasamīksā in Uddyota ii. 
The idea that Rasa and Rasaucitya control Alankara is already 
seen in Rudrata, who, as said above, is the first writer of 
Poetics to mention the word Aucitya. After dealing with some 
S'abdālankāras like Yamakas which are a siren to the easily 
tempted poets, Rudrata says, by way of closing the chapter, 
that these figures must be introduced after bestowing due 
thought on propriety, Aucitya, with reference to the main 
14 
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theme. Even the Anuprāsas have to be now cast away and 
now taken and must be sparsely used with much advantage. 
They must not be thickly overlaid upon the theme through 
the whole length of it. 


rar: aira aay AACA quidem | 


far: aAa: Beal gm TST: du 
K. A. II, 32. 

This is Aucitya of Alankāra which Anandavardhana 
elaborates in Uddyota ii of his work. It is this idea in the 
last line of Rudrata's verse quoted above— TRAHI: ? that 
Anandavardhana has formulated into the rule CRS g ag- 
arnt ’—(II. 19) taking and throwing away according to the 
circumstances, as regards the use of figures. 

The word Aucitya again occurs at the end of the next 
chapter in Rudrata’s work where again Rudrata points out the 
danger of Yamaka etc. He says that they must be approached 
only by him who knows Aucitya. Namisādhu perfectly under- 
stands the full implication of Rudrata’s strictures on Yamaka 
etc., and quotes on this subject of Aucitya the verse of Lollata 
which we considered in a previous section. 


zf aum wena: 


araia: aa 1 Aaf: | 
K. A. III, p. 36. 
qur p aeg RAAR: | aa aaa cp aed, 
a A A Hae | AAAA fe aw area PesgawUfa 
WAS FI: | Ma ANT | ae: ejui 
apna diva, sp WAM | Aes AAAS + "gRarfa- 
Halal dT (Lollata) || 


Rudrata says : 
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.0. 0. Sed ware eae 
| ag QRA ears | 


Namisadhu. 


Besides the mention of the word Aucitya and the presence 
of the idea of Alankaraucitya in the two places above referred’ 
to, Rudrata speaks of the adaptation-aspect of Aucitya also 
implicitly like Dandin while dealing with Dosas, which, in 
certain cases, become Gunas. (Vide chap. vi, S’l. 8). Under 
the Dosa called Gramya, Rudrata speaks of propriety in ad- 
dressing persons of differing ranks which Bharata deals with 
at length as a part of Prakrtyaucitya. Explaining another 
variety of the Dosa called Gramya, viz., the Asabhya in VI. 
21-24, Rudrata says that there are certain words which are 
inappropriate—Anucita—but which in certain special cases 
become very appropriate—Ucita. *agfadard galā anda qa 
ualū |? He again uses the idea of * Ucitānucita ' in the next 
variety of Grāmya. He then points out like Daņdin how 
all Dosas, Punarukta etc., become Guņas elsewhere. (VI, 
29-39). Finally, Rudrata says that almost all kinds of flaws 
become excellences when occasion needs the * imitation '— 
Anukarana—of those flaws. That is, the poet and the 
dramatist have to depict an infinite variety of men and nature 
in diverse and complex circumstances. When a madman has 
to be represented, his nonsense has to be 'imitated' and 
it is itself ‘sense’ for the artist here. This was pointed 
out also at the beginning of this paper while showing how 
Bharata's N.S'. implies the adaptation aspect of Aucitya. 
Says Rudrata : 


IAU A KAA, SIA TTA | 
a war quran Aa a |1 V, 47. 
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As an instance of all flaws becoming excellences, Namisādhu 
says that in describing a bad speaker committing mistakes of 
pronunciation, grammar etc., art makes Gunas of all those 
mistakes. Aucitya or adaptation transforms Dosas into 
Gunas. He cites an instance of the funny description of the 
Mica husband of the poetess Vikatanitamba who is unable 
to pronounce properly. 


gar Rae: Rng uel aTE— 


Pè AG Gta ard À WHI FA AHA | 
ae gate 4 arp aped gar aeaa | ga | 


Following Rudrata, Bhoja says in the beginning of his 
treatment of those Dosas which become Gunas : 


qanan à MIRR | 

qana Ae dsa AN: uat || S. K. A. I, 89. 
This point is realised by the American critic J. E. 
Spingarn who writes as follows as if explaining the prin- 


ciple of Aucitya, by which Doşas become Guņas as a 
result of circumstances like ‘imitation’. Mr. Spingarn says, 
in an essay on the Seven Arts and the Seven Confusions, 
that in poetry and drama Dosatva and Gunatva are 


not absolutely fixed abstractly and that they are always 
relative. He remarks: ‘It is inconceivable that a modern 


thinker should still adhere to the abstract tests of good 
expression, when it is obvious that we can only tell whether 
it is good or bad when we see it in its natural context. Is 
any word artistically bad in itself? Is not * ain't" an ex- 
cellent expression when placed in the mouth of an illiterate 
character in a play or Story ?' In Rudrata’s words, Spingarn 


` 
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says that a Gramya word becomes most appropriate in a case 
of Anukaraņa—' imitation’. Therefore in expression, in the 
world of thought, in the realm of action and feeling, and in the 
region of ideas, that which is proper in the context, that which 
is useful to the Rasa, and that which has mutual harmony 
with the other parts, is the best and most beautiful. 

In chapter XI, Rudrata again speaks of flaws of thought 
and emotion, Arthadosas and Rasadosas, where under 
‘Gramya’, he mentions Anaucitya or inappropriateness in 
doings, in port, in dress and in speech with reference to 
country, family, caste, culture, wealth, age and position. The 
need for the Aucitya in these is emphasised by Bharata. 
Rudrata says: 


sica ARATATA | 
dagon RANAR | XI, 9. 


All these Dosas are again shown to become Guņas in S'ls. 
18-23. We can illustrate this principle of Aucitya everywhere. 
Ordinarily Nyūnopamā or comparing to an inferior object and 
Adhikopamā or comparing to a superior object are flaws of 
Upamā or the figure of Simile but these two are the very secret 
of success when a poet wants to satirise a person. Nyūnopamā 
and Adhikopamā are freely employed in comic and satiric 
writings where they become very ‘ Ucita’. 

The idea of Aucitya and that word itself also explicitly 

occur often in the Dhvanyāloka, besides being 
Anandavardhana . p ā 
implied in many places. As a matter of fact, 
Ksemendra, the systematic exponent of Aucitya as the ‘ Life’ 
of poetry, took his inspiration only from Anandavardhana. 
Anandavardhana has laid down that the ‘ Soul’ of poetry is 
Rasa or Rasadhvani. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


~e 


Digitized by eGangotri Siddhanta Gyaan Kosha 


214 SOME CONCEPTS OF ALANKARA SASTRA 


FIERAKAI 9 USD: TAT RTA: KI | 
Agata: as: Samma: db D 5. 


That Dhvani is the only artistic process by which Rasa, 
the ‘Atman’, is portrayed by the poet and is got at by the 
Sahrdaya and that everywhere things appeal most by being 
deftly concealed and suggested by suppression in a fabric of 
symbology, are the reasons why Ānandavardhana posits Dhvani 
as the ‘Atman’ of poetry. That really Rasa or Rasadhvani is 
the ‘Atman’, he expressly admits even in the first Uddyota (vide 
p. 28). The most essential thing in Rasa is Aucitya. That 
Vastu or ideas and Alankāra or the artistic expression couched 
in figure and style are only the outer garment of Rasa, that 
they are subordinate and serviceable only to Rasa, and that 
they have meaning only as such, is the way in which Ananda- 
vardhana speaks of the Aucitya of Vastu and Alankara 
to Rasa. Firstly, Alankara by itself has no virtue. It has 
to be relevant, helpful to develop Rasa and never an 
overgrowth hindering or making hideous the poem. The term 
Alankara itself has meaning only then. 


TATA ARATA | 
Aeg! CAAASERAATIAT || III, 6. 


The topic of Aucitya of Alankara giving the rules which 
alone secure the appropriate employing of Alankāra is dealt 
with by Ānandavardhana in Ud. II, S'ls. 15-20, pp. 85-93. He 
first takes up the S'abdālankāras and condemns the Yamakas 
written at a stretch in such tender situations like Vipralambha. 
The rationale of Anandavardhana’s Principles is this: what- 
ever the poet writes must be suggestive of Rasa and every- 
thing has to be tested good or bad, relevant or irrelevant, 
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beautiful or ugly, by applying this strict logic of their capacity 
to suggest or hinder Rasa. The main refrain of Anandavardhana 
here is that Alankara should be structural, organically emerg- 
ing as the only way of expressing an emotion and it must 
never be a cold and deliberate effort at decoration, necessi- 
tating the forgetting of Rasa and the taking of a special 
effort. 


quf AA ed: SREIÉRAD AAA | 
aga: BASSE rīt Ad: dd LL 17. 


On p. 88, in Karikas 19-20, he gives the poet five practical 
ways of using Alankara to advantage. On this section is 
based the section on Alankàraucitya in Ksemendra's Au- 
cityavicaracarca. 

Similarly Anandavardhana relates Guna to Rasa of which 
Guna is the ‘ Dharma’ and points out Aucitya of Guna. The 
quality of Mādhurya is inherent in S'rhgara, Vipralambha and 
Karuna, whereas Raudra is attended by the quality of Dipti, 
by a blazing up of the hearts. Accordingly words and col- 
location used in the two different cases must be such as to 
agree with the mood and the atmosphere of the Guna and its 
Rasa or such as to suggest the Guna and the Rasa. Thus 
sweet sound effects, the soft letters with nasal conjunct con- 
sonants, suggest and promote the realisation of the more tender 
and sweeter emotional moods whereas harsh combinations 
which jar in the above instances instil vigour and become very 
appropriate to or highly suggestive of the wild Rasa of Raudra. 
This proper use of letters is Varna-aucitya; Anándavardhana 
will say that there is Varnadhvani in these instances; and a 
third will call it Varņavakratā. Collocation suggestive of 


1 See above, chapter on Use and Abuse of Alankara. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 
216 SOME CONCEPTS OF ALANKARA SĀSTRA 


Rasa or appropriate to Rasa is a case of Dhvani from San- 
ghatanā or Aucitya of Saüghatana. Both these instances of 
Aucitya of Varna and Sanghatana coming under Gunaucitya 
are treated of by Anandavardhana in Ud. III. 


ARACLATHSARAL aaRS | 
aaa dues a a ads stead || III, 2. 


Wherever there is suggestiveness of Rasa in the express- 
ion, be it the element of sound and letter, separate words, col- 
location, portions of the theme (Prakarana) or even the work 
as a whole, there we have the Aucitya of those elements to 
Rasa which is the main thing. This is the relation between 
Dhvani and Aucitya. This is the relation between Dhvani 
and Vakratā or Vakrokti, as Abhinavagupta points out in his 
commentary on chap. XV of the Nātyasāstra.' 
Anandavardhana says of Varnas : 


Tal RRAN ERAN war | 

Rafa: er aa da ant targa: | 

q wa g fread fa waar | 

dat d dazda da aut; targa: || III, 3-4. 


Sounds must be appropriate—Ucita—enough to suggest the 
Rasa. This is the Aucitya called Appropriateness, the test of 
this Aucitya being the harmony between the expressed sounds 
and the suggested Rasa, the power of the former, the vehicle 


' Vide my article on the Wri i 
E 1 iters quoted in the Abhinava- 
paran, J ae of Oriental Research, Madras, Vol. VI Part III 
P. ; also my note on Abhinava x i i i 
b qo inavagupta, Kuntaka and Laksana 


Vol. ITI, part. IV. E : 
reconciles here Dhvani, VARI ae ee Abhinavagupta 


i S s ne laici 
reconcile Aucitya also to these, ral Vaicitrya. We can 
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and the means, in suggesting the latter, the end. The same 
sounds helpful, suggestive or appropriate in one case need 
not always be so. They are inappropriate to other cases 
where other suggestive means of expression are required. 
Similarly what is useless in one case becomes useful in 
another and this is the Aucitya called Adaptation. 

Then Ānandavardhana speaks’of another kind of Gunau- 
citya called the Sanghatanaucitya. 


Taka fagedt agaia aah ut | 
wia wg: Alaa aagareadt: || III, 6. 


Visayaucitya is dealt with in III, 7 and Rasaucitya regarding 
Sanghatanā in III, 9. This topic of Sanghatanā as having its 
intelligibility in suggesting the qualities of Madhurya and 
Ojas which in turn bring in their emotions, Vipralambha and 
Raudra, and as being finally controlled by the Aucitya of 
Rasa, together with three other minor principles of Aucitya 
of Vakta, (the character), Vacya (the subject) and Visaya, 
(the nature or form of artistic expression like the classifi- 
cation into drama, epic poem, campū, prose etc.)—is the 
special contribution of Anandavardhana for which he thus 
takes credit : 


efa grafa aps ana | 
aftfieqaaanweerat s far: || III, p. 144. 


Visayaucitya is pointed out by Bharata himself. The 
dramatic form as such enforces certain conditions and prin- 
ciples of Aucitya on the poet. Anandavardhana says that in 
a drama, the supreme concern of the poet shall be only Rasa. 
He shall never think of Alankāra etc. In drama especially, 
long compounds should be avoided. 
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wd a dane dSEWD ......... «tai aaz- 


afufiaa: and, RASAI md... 


Dhva. Ā., p. 139. 


All things impeding the quick realisation of Rasa must be 
avoided. According to Bharata, this additional Aucitya must 
be observed as regards drama in particular: the words used 
must be simple, well-known and easy to be understood, deli- 
cate and sweet to hear. Harsh words and gramma:'sms like 
Yanglugantas, Cekridita etc., in a drama are like anchorites 
with Kamandalus in a courtesan's room. They are ‘ Anucita’ 
in drama. 


ART: sedg Hea wf 3 | 
Baar ga a sued gvegetfēst: d 
Was gari a mf galu MEFA | 
N. S'. XXI, 131-2. (See also XVII, 121-3.) 
amga: reap d AANE: | 
aisia AAT: AAA are Afaa, d 
N. S. XXVII, 46. 


The section on Prabandhadhvani deals with the very sub- 
stance of a poem or drama and here one has to see that every- 
thing observes the principles of Aucitya and justifies itself by 
suggesting, as best as it can, the Rasa. 


A story has to be 
built as the expression of a Rasa. 


; If a story already available 
is handled, changes suitable to the Rasa must be made wher- 
ever the old story is not helpful to bring out the Rasa. If 


there are too many incidents, only those that are most 


expressive of the emotion must be chosen. This is Pra- 


bandhadhvani and Prabandhaucitya as also Prakaranadhvani 
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and Prakaranaucitya to adopt the two-fold classification of 
Kuntaka. Bhoja would call this appropriate change in the 
story as Prabandhadosahana and Kuntaka as Prakaranavakra- 
ta. Appropriateness of which suggestiveness is the touch- 
stone is meant by all these writers. Says Anandavardhana : 

PUTAS aA: | 

RAR: serene gretāfgam ar ll 

sata camere: RIRA | 

THA SAAT THAT: Ll 

afaaragaed WANARA RAT | 

q g emaa RATAA li 

SAA AMAA | 

WARSTAARRTA AAA: |I 

aasad WATAATTEAT away | 

Tara wld ABBA ATATA || DIL 10-14. 
The Angas or subsidiary themes and accessory emotional 
interests have to be developed only up to the extent proper 
to them and their Angin, i.e., the chief theme and its Rasa. 
Thus the episodes, the Patakas and Prakaris, in a drama, or 
the ‘descriptions’ in a Mahakavya have to observe the rule 
of Aucitya which is proportional harmony. They must not 
make one forget the main thread and sidetrack him for a 
sojourn into grounds foreign in purpose to the main theme. 
That is why Lollata condemns the descriptive digressions in 
the Mahākāvyas and emphasises thereby the same principle 
of the Aucitya of proportion by demanding that everything 


must be ' Rasavat'. When this rule is not observed, faults 
are committed. By the transgression of the principles laid 
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down by Anandavardhana in the above- -given verses and in 
other places also, Hemacandra, who follows Anandavardhana 
and of whose system he is a clear exponent, points out that 
the following literary flaws are committed : 


i. aga same afar maaa casita 
ease | aa at ISIN AKTI FAP aired 
qx: apan Ware: | K. Anu. II, p. 121. 


A 

In Harivijaya, when the delicate sentiment of Vipralambha 
has to be delineated, the poet has succumbed to the tempta- 
tion of an overdone description of the beach and the sea. 
Such irrelevancies can be characterised as so many swellings 
on the face of a Kavya. Hemacandra does not spare even the 
major poets while considering this aspect of Aucitya. He 
criticises both the prose works of Bana and the Kavyas 
like S'isupālavadha for their ‘Gadus’. 

2. afa: Würde sided. Hemacandra remarks 
that though the drama has to be varied in interest and many 
other emotions have to be introduced as subsidiary features, 
the poet must not concentrate on the subsidiary Angas and 
lose sight of the Angin which must be taken up and brought 
to the forefront wherever necessary. The main thread must 
never be lost sight of; for as Hemacandra says: 


agaftaft ward aera: | 


3. Irrelevant description or introduction of events, inci- 
dents or ideas that have nothing to do with the Rasa is a 
great mistake. It is ‘aagea (iT med aviary | ’ These 
are the principles of Aucitya which secure proportion and 
harmony. (See also Mammata, K. Pra. VII, 13-14.) 
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The fourth Dosa mentioned by Hemacandra is Prakrti- 
vyatyaya, breach of Prakrtyaucitya of which Bharata has 
spoken at length and which we referred to in the opening 
section where we held that in this concept of Prakrti, Bharata 
implicitly laid down the doctrine of Aucitya also. All these 
Dosas are derived from Anandavardhana’s Vrtti on his own 
Kārikās on Prabandhadhvani which we have quoted above. 
In this section Anandavardhana speaks of the Aucitya of 
Vibhāva, Anubhāva and Saficarin, all of which can be included 
in the one idea of Bhavaucitya which resolves into a question 
of Prakrtyaucitya. Aucitya is very often met with in this 
section in the III. Ud. of the Dhva. A. It is in this section 
that Ānandavardhana formulates that memorable verse which 
is the greatest exposition of the concept of Aucitya and its 
place in poetry. He says here: Nothing hinders Rasa as 
Anaucitya or impropriety ; Aucitya is the great secret of Rasa. 


AAAS AAS TAN BT | 
ISS cata fast || TIT, 15. 


Bharata himself recognises how each part and incident in the 
drama has to refer to Rasa and how, otherwise, it has no 
right to exist. It is only natural, for Bharata is the writer 
who lays the greatest emphasis on Rasa to which everything 
else is subservient. Anandavardhana observes that, simply 
because Bharata has laid down a certain number of emotional 
points or incidents as Sandhyangas, one must not try to see 
that he introduces everything mentioned by Bharata. What- 
ever is introduced must be on the score of its suggestiveness 
of Rasa and not on the score of loyalty to text. 


duraki INARIA | 
q g maaana || III, 12. Dhva. A, 
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Bharata himself says so finally, after giving all the San- 
dhyangas and Anandavardhana only restates the following of 
Bharata : 


qais maius RAAN (Ù a) aT ga: | 


Tal grami 4 uper: ufu LI 
N. S'. XXI, 107. 


Bharata emphasises discretion : gizal paai aq’; this 
suitability or writing according to the needs of the context is 
only the sense of Aucitya in a poet. 

Anandavardhana then goes to other kinds of Aucitya or 
rather points out how, not only the working out of a plot, not 
only the expression of an idea in figure, but even the words 
and the synonyms, the case, inflection, voice etc., have to 
be suggestive of Rasa. That is, a poet should explore all 
possibilities of suggesting the vast realm of emotion—as many 
possibilities as his poor medium called language can afford. 
If a jingle can aid him, he seizes it; if a use in the passive 
voice is more effective than one in the active, he prefers it ; 
if Atmanepada suggests more, that has to be exploited. Thus 
every bit of the medium called language from sound, word, 
position of a word: in a sentence etc., has to be thoroughly 
exploited and capital use made out of it by the poet. All 
these ideas revolve round Aucitya. If Sup, Ting, Karaka 
etc., are suggestive, they are ' ucita ', appropriate. 


aera: qur mar: | 
Tafana NASSAR: fud di 


From this part of Anandavardhana's work is derived Ksemen- 
dra's Aucitya of Kriya, Karaka, Lihga, Vacana etc. 


A Similarly 
there is the Aucitya of Pada, of a w 


ord, of a name or 
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synonym. This is the Padadhvani of Anandavardhana, found 
in the beginning of Ud. III. The ‘suggestive word ' or the 
* proper word’ of Anandavardhana and Ksemendra is like the 
‘inevitable word,’ or the ‘strong word’ mentioned by some 
English writers. 

Of Aucitya of Vrtti and Riti also, Anandavardhana speaks 
in the third Uddyota which is devoted to the exploration 
of all possible suggestive means in the medium of language, 
the Vyanjaka. 


af& qr gai avanttirerat mft FERRA- 
qiga srmmRatami ar athe afar fara aati 
Tue: | Dhva. A., III, p. 163. 


Aucitya regarding Rasa itself, how the main Rasa has to 
be delineated, how the Anga-rasas are to be made to develop 
the main, what Rasas are mutually incompatible, how a Rasa 
like S'rhgára must not be so over developed as to cloy, or 
Karuna which, when again and again developed, makes the 
heart ‘fade’ (Mlana)—these are dealt with by Ananda- 
vardhana in the III Ud. In this respect also, the pitfalls 
which may be called Rasadosas, are already mentioned to some 
extent in Rudrata. Yasovarman himself mentions ‘Tae 
maar gfB: ‘nourishing of the Rasa at the proper time’. 
Rudrata gives a Dosa called Virasa which is the introduction 
or the flowing in of an irrelevant or contradictory sentiment 
into the current of the main Rasa. In this Virasa is included 
the Dosa of Viruddha rasa samāvesa of Anandavardhana. 
(See Dhva. A. III, 2, pp. 164-170). Rudrata illustrates this 
Virasa by a case of a very inappropriate mingling of Karuna 
and S'rngara. Another kind of Virasa according to Rudrata 
is the fault of overdevelopment of even the proper Rasa. 
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A 7: ug (AU funda Ta: HANIA: | 
AASA a a gad: TAR WE FAIA: dl 
aaas tat fiat aita àg | 
afanedt afgaat ada aerate |i 
K. A. XI, 12-14. 


"The latter is Anandavardhana’s Atidipti or J: gazifa:. These 
flaws of Rasa resulting from lack of Rasaucitya are mentioned 
in the S'rngaratilaka also: 

fed sads cw grata WT | 

dh mags a Het ufus AAA || III, 20-22. 
Virasa is explained by Rudrabhatta as Viruddha rasa, inap- 
propriate or incompatible emotion and Nirasa as the inter- 
mittent or excessive portrayal of one Rasa—fatect THEA afa: 
Anandavardhana puts these ideas of Rasaucitya relating to the 
handling of the Rasas themselves thus: 

garā gah aÀ Caleta, g AAT | 

aa: pART Get AATA I 

faitraaafrafēmrarērnas: | 

Ramp RISA au uU 

AUS wq APS: APIS 4 SIR | 

gūta Tafa Gaeta «lasa |) 

We we AUNA ARAA wp | III, 17-19. 


The last mentioned Vrttyanaucitya resulting in Rasanaucitya 
Is an error in taste in respect of thought in the development 
of character and in the portrayal of actions and incidents 
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‘which is called by Rudrabhatta as Patradusta. This is also 
taken by Anandavardhana as the improper atmosphere— 
Ākrraifata faga. A mellow temper cannot suit a bois- 
terous scene of dust-raising conflict in Raudra; a bloody and 
tumultuous chaos goes ill with the sweetness and quite pleasant- 
ness of love or the tenderness and delicacy of Vipralambha 
and Karuna. Of this Vrttyaucitya Anandavardhana again says: 


WIAGIVIAA aasia: | 
ATA tat va gaat ffs gar: dp III, 33. 


Thus Ānandavardhana has shown how,in his own phraseology, 
Aucitya is the greatest secret of Rasa—WRl Sqfasq ; how in the 
fashioning of every part of the expression which is the body 
or the symbolic vehicle of Rasa or ‘the empirical technique’ 
as Abercrombie would call it, the only ruling principle of the 
poet is an all-round, all-comprehensive Aucitya, with reference 
to which alone, the choice of words, of cases, of metre, the 
collocation, style, Gunas, Alankāras—in fact every means of 
suggestion from the trifling jingle to the greatest, is in- 
telligible. This Aucitya of word and thought, Vàcya vacaka, 
with refernce to Rasa is the greatest rule in poetry. To attend 
to it and write according to it is the chief duty of the poet. 


aai arggtai 4 alfa UU | 
zarfēfāmdiaa BA sud HaHa: |) MI, 32. 
Between this verse on one side and with the verse— 
AAPA AAC TAKA BTA | 
alas THAT ATARI 


occurring in the same section in a similar context, on the 
other side, the whole theory of Aucitya is completely stated. 
15 
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If Time had spared to us the whole of Rājas'ekhara's 
Kavya mīmāmsā, we would have had a larger knowledge of 
^ Rajasekhara's ideas on Aucitya. Even in the 
Rājas'ekhara and B 
his wife, Avanti- first chapter of Kavirahasya that has come to 

ode us, Rājasekhara mentions Aucitya in the fifth 
section called Kavyapakakalpa. He first takes up poetic 
culture and learning and opines that all poetic culture is only 
the discrimination of the proper and the improper—Ucita 
and Anucita. 


sfanrafaafiaat aR: efi araratta: | 
p. 16, K. M. Gaek. edn. 
There is also an oft-quoted Sanskrit verse which gives this 


same idea regarding the larger art of man’s behaviour in 
the world. 


Kart ara afr ezrarāt set ARN | 
A amona asa: a TATA, |i 


Rajasekhara’s wife also lays great emphasis on Aucitya; 
for she says that Paka, ripeness or maturity of poetic power, 
is the securing of expression,—ideas, words, conceptions, 
fancies etc.,—which is proper and appropriate to Rasa. 


[S 
TTS Aaaa RAA: T: | 

p. 20, K. M. 
The idea of Aucitya as adaptation, the idea that in poetry 
there is no fixed rule determining Guna and Dosa and that 
things are good or bad only on the ground of appropriateness 
or inappropriateness and that, according to circumstance, even 
a Dosa may become a Guna—is also very well realised by 
Rājasekhara who says at the end of the chapter Kavirahasya— 
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a a caenmalsishta PRAAT: | 

aT HAT Sfi wae JA AIT GT || 
ATU AIT FTA | 

MATA Ww: ZIT AIAG |D^ p. 112. K. M. 


‘The careful poet who has his eye on Aucitya employs even the 
so-called flaws and makes them excellences whereas the care- 
less writer abuses even the Gunas and spoils his expression 
by the absence of the sense of Aucitya. 

The place of Abhinavagupta in the history of Aucitya is 
important. As the author of the Locana he lucidly expounds 
H and elaborates the ideas of Anandavardhana, . 
Abhinavagupta P 

who, as we have seen above, is the greatest 
name in the history of Aucitya. On the other side, Abhinava- 
gupta is the teacher in Poetics* of Ksemendra who is the 
systematiser of Aucitya. It is clear from Anandavardhana’s 
treatment of Aucitya in Ud. III, that Aucitya naturally 
emerges out of the doctrines of Rasa and Dhvani and that 
the three cannot be separated. Abhinavagupta takes his stand 
on this triple aspect of the ‘life’ of poetry—Rasa first, then 
Dhvani and then Aucitya. He says: 


saasa aAa aA gadaa WAA: 
siifdad gaaf | p. 13. 


Aucitya presupposes something to which a thing is ‘ucita’ 
and that to which everything else is finally to be estimated as 
‘ucita * is Rasa which is the ‘soul’ of poetry. 


T ie KE pm secs j 
Jayamangalacarya’s Kavisiksa (Peterson’s „I Report, Last 
list, App. I, pp. 78-9) says: "ITI ameng YSTAL a 

* Vide Brhatkathamafijari, chap. xix, 36, 37 and Bhārata- 
mafijari, last chap. 7, 8. 
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On the subject of Alankaraucitya about which Ananda- 
vardhana speaks so much in Ud. II, Abhinavagupta says that 
the greatest Aucitya of Alankara is that the term has any 
meaning at all only when there is the * Alankārya ', the ‘soul’. 
Otherwise, it is like decorating the dead body. Decoration of 
a living body also is Anaucitya in certain cases ; ornaments 
on the body of a recluse who has renounced life appear 
ridiculous—anucita. Thus figures of speech without Rasa and 


figures of speech in places which do not need them are bad.. 


an aad su gesat a wr | ARTA- 
ear | aW mR great vale, ASAA- 
sitara | p. 75. Locana. 


He thus explains Rasaucitya, i.e., the Aucitya of Bhavas, 
Vibhavas, etc., on p. 147. 


froma fe feat at eaa gaftfā | ef 
aana gaumes atrafēfā ura: | 


The idea of Aucitya, like that of Vakrokti, was current as a 
very freguently used term in the critical circles of Kashmirian 
Alankarikas for a long time. Vakrokti rose out of Alankāra, 
Aucitya in the wake of Rasa and Dhvani. Aucitya must have 
become more current after Anandavardhana who has spoken 
of it so much and who has said that its presence and absence 
makes and unmakes Rasa and poetry. It was so much in 
use that, by the time of Abhinavagupta, it must have been 
heading towards systematisation, even as the concept of 
Vakrokti, which, as old as Bhamaha, was given so much life in 
the critical circles that it enlarged itself and through Kuntaka 
built itself into a systemi. Aucitya also had assumed propor- 
tions and was in search of a writer for systematisation. The 
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critics were speaking of Aucitya as the essence of poetry very 
often, more often than Rasa even. Says Abhinavagupta in 
two places criticising these critics: ‘One cannot be indis- 
creetly using the word Aucitya by itself; Aucitya is ununder- 
standable without something else to which things are “ ucita ” 
—appropriate. Aucitya is a relation and that to which things 
are or should be in that relation must first be grasped. That 
is Rasa, nothing less and nothing else.’ Abhinavagupta first 
proves that there is no meaning in Aucitya without Rasa. 


saa Tati adi gam, TAA 
tad  usaf aaa R feeds am waa 
Sead zfg wm: | p. 13. 


He again proves that Aucitya presupposes Rasa, and Dhvani 
also. 


Seat (ates) sitet Aa, atta 
fered canary set aad feri adamrautfā med 
Aaea, a g atl Tas aus BP, ‘tha 
ahagaweea at feri afer SIERA Ws 
g caque ARER AA SAAT: AAT: | 

p. 208. Locana. 
These two passages clearly show that critics there were who 
were speaking of Aucitya as the only thing enough to explain 
poetry, which according to them, was beautiful words and 
ideas set in perfect harmony—Aucitya. These critics had 
omitted the word Rasa from their vocabulary and dispensed 
with Dhvani. Abhinavagupta criticises these poor critics who 
do not understand the implication of what they say. Aucitya 
implies, presupposes and means ' suggestion of Rasa —taeatel 
i.e., the doctrines of Rasa and Dhvani. 
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Abhinavagupta thus takes his stand on the tripod of Rasa, 


Dhvani and Aucitya. Rasa is the ‘Atman’ of poetry and the 


fact is that it is so only through the process of Dhvani. 
Again Rasa is or can be so only through Aucitya. Thus. 
these three are very intimately and inseparably associated 
together. Aucitya is as inseparably associated with Dhvani 
as with Rasa. If an Alankara is said to suit, to be ‘ucita’ to, 
a Bhāva, it means that the Alankāra effectively suggests that 
Bhava; if there is said to be Gunaucitya, it means the Rasa 
there is suggested by the Guna. A word, a gender, a mere 
exclamation—these are said to be ‘ucita’, and how? The test 
of Aucitya, its proof, is the suggestion of Rasa. 

Another point which Abhinavagupta pointed out was that 
the breach of Aucitya resulted in ‘Abhasata.’ A Kavya which 
does not have Aucitya is Kāvyābhāsa, not poetry but semblance 
of poetry. Improper Alankāra is Alankārābhāsa. If there is 
Aucitya we have Rasa and sentiment; if there is Anaucitya 


due to absence of Prakrtyaucitya etc., we have Rasābhāsa 
and sentimentality. 


AAT mul fast: anaes fra Ta: afd- 
aRar ara: | aAA aa: Va Wlan A: | * 


Neither in his smaller Sarasvatikanthabharana nor in his 
bigger S'rngaraprakasa has Bhoja any special subject under 
Bhoja a separate head called Aucitya. But the 
concept of Aucitya is not altogether absent 


* The Rasakalikā (Madras MS. 


R. 2241, pp. 43- ivi 
the several conditions causing Rasa Scoti etter giving 


"abhasa viz., UH spe, AA- 
È ER a FRI: concludes that Anaucitya in fine is the 
asabhasa : sqq ÀR 
S) wW. e } 
INg: ‘TAPIA A etc. ARa Ga naaa 
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from his two works. It is found in more than one place as a 
basic idea underlying many principles. Long before the 
concept of Aucitya dawned upon the literary circle, it was 
accepted in grammar as one of the conditions that determine 
the meaning of a word in a context, when the word has more 
than one meaning. The Vakyapadiya of Bhartrhari says: 


SHE, UU aaia ARATE IRET: | 
Veal: Aasa «p Sea FaFa || II, 315.' 


Other writers call these ‘ S'abdarthapravibhajakas', Aucitya 
etc., as * Anavacchinna sabdārtha visesa smrti hetus’. This 
sense-determinant of Aucitya, Bhoja mentions twice in his 
S'rngāraprakāsa, first while explaining various kinds of Vivaksa 
or intention in chapter seven and then in a similar context in 
chapter twenty-five. 

In chapter xi, Bhoja calls his magnum opus, the Srngāra- 
prakàsa by the name Sāhityaprakāsa and says that, among 
other things, Aucitya is inculcated therein (p. 430, vol. II, 
Mad. MS.). 


qaaa aR grada aA RATA 
aeara — AAA RARA a aAA AA | 

Bhoja realises that Aucitya is a vast and elastic principle 

and that it pertains to every part of the art of poetic expression. 

We first sight Aucitya in Bhoja in his section on Dosas 


where he speaks of a Pada dosa called Apada, which means 
that a poet must use the vocabulary suited to the character 


-' Cf. The Brhaddevata, II, 120, p. 55, Bib. Ind. edn.— 
erafesrsunTes fena ARNE REA: | 
aāradfām: ede zafeafa a festa: u 
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who is speaking. A vulgar and a rustic character does not 
employ the same words as a refined city-bred man. The 
appropriate vocabulary is one of the chief conditions that call 
up the correct atmosphere. Inappropriate vocabulary which 
is a breach of Aucitya is the Dosa called Apada. See S. K. A. 
I, 23, pp. 19-20. Bhoja’s Vakyarthadosa called Virasa, which 
is borrowed by him from Rudrata, emphasises a principle 
of Rasa-aucitya. (See S. K. A. I, 50, p. 35.) Ratnesvara, com- 
mentator on the S. K. A., quotes here Anandavardhana’s verse on 
Aucitya and Anaucitya—SIsl aed «eq etc., and adds that 
the three following Upamā dosas also are various instances of 
Anaucitya. Thirdly, the Dosa called Viruddha (S. K. A. I, 
54-57), Loka virodha, Kala virodha etc., is also based on 
Aucitya. These are only more definite and particularised 
names for varieties of Anaucitya of Vastu or Artha. In the 
sub-class of Anumāna viruddha, Bhoja has a variety called 
Aucitya viruddha (see p. 40. S. K. A) and illustrates it by a 
case of an incorrect and inappropriate description of a low 
ordinary man, a Pāmara, as wearing refined silk-dress. 
Fourthly, a similar instance of Anaucitya of Artha-kalpana 
is mentioned by Bhoja in connection with his S'abdaguna 
Bhāvika. (S. K. A. p. 58.) Here is an instance of the 
larger Aucitya of Adaptation, which makes Gunas of flaws. 
Besides this; there is a whole section of Vais'esika gunas at 
the end of chapter I where it is shown that as a result of 
circumstance, special context and Aucitya, all the Dosas may 


cease to be so and may even become Gunas (S. K. A., pp. 74- 
120, see esp. p. 118). 


aa efte AaS TAMA AAAS TA | 


S. K. A. p. 118. 
! See also above pp. 202-3 and 211-2. 
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Aucitya figures to some extent in Bhoja’s Alarnkara- 
section also. Bhoja opens his list of S'abdalamkaras with the 


elaboration of the idea of the choice of the appropriate 


language, Bhāsaucitya, which, he says, is an ornament or 
Alarhkāra called Jati. Certain subjects are well expressed in 
Sanskrit; certain in Prākrt or Apabhramsa. There is also 
the appropriateness of country or province (Desa) and rank 
and culture of character (Pātra,-uttama; male, female etc.) 
which decīdes the language. Bhoja and Ratnesvara point 
"Out all these Aucityas which are seen already in the eighteenth 
chapter of Bharata’s N.S’. called Bhasavidhana. Bhoja him- 
self uses the word Aucitya here and Ratnesvara clearly 
explains the Aucitya involved in this Jati S’abdalarnkana.’ In 
chapter xi, Bhoja gives a Prabandha-ubhaya-guna, a compre- 
hensive excellence of the S'abda and Artha of the whole work, 


‘called “language according to the character”, WAlS@qHIscda . 


What is this Ānurūpya except Aucitya? This Prabandha- 
bhāsaucitya is only the extension of the Vākyālamkāra 
called Jāti (p. 432, vol. ii, S'r. Pra. Mad. MS). The second 
S'abdālarnkāra of Bhoja is also a principle of Aucitya. It is 


‘called Gati; it is the choice of the proper poetic form, verse 


(padya), prose (gadya), or mixed style (campū) and the choice of 
the proper metres suggestive of Rasa in the padya-class ; this 
last is only another name for Vrttaucitya. In explaining this 


Gati, Bhoja himself bases his Alankara on Aucitya of Artha 


which he mentions twice here. (see S. K. A. II, 18 and 21.) 
qe qe a fast a Hed uq ur fq: Tar | 
aiaa: aft negr gad || II, 18. 


"T have spoken of these at greater length in the chapter on 
Bhoja and Aucitya in my book on Bhoja’s S'rgaraprakas'a. 


(Vol. I, pp. 191-195.) 
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In chapter xi again Bhoja speaks of this, the ‘ proper metre’, 
as the Prabandha-ubhaya-guna called ‘ metre according to. 


idea ad TATA : 


( ĪRISA, gaa am giforana:, ait 
qaraienra:, ser sorfares:, As araas:, waa g- 
fata: feratar aR |” 

p- 432, vol. II. S'y Pra. Mad. MS. 


Bhoja speaks here of yet another similar principle of Aucitya,. 
that again as a Prabandha-ubhaya-guna, called : Rasa- 
anurūpa sandarbhatva’. See above, p. 200. 

All these Aucityas, Bhoja does not fail to relate to Rasa ; for 
he takes these principles of Aucitya as Dosa-hana, as Guna and 
as Alarnkāra and all these three are, according to his statement, 
the means to secure the eternal presence of Rasa, Rasa-aviyoga. 

Lastly Bhoja speaks of Anaucitya in the very story as 
available in the original source. .He says that the poet must 
leave off those Dosas or Anaucityas in the source which 
hinder Rasa and conceive the plot ina new manner. Bhoja 
calls this Prabandha-dosa-hana and Anaucitya-parihara. (See 
above, p. 218-9). Says Bhoja: 


“aq (gaa) aera aaa RR aa maer- 


SIVA WA: garās: a ararfūgara zfs falseaead (as- 
AAA AIGKATAT!) ' | p. 410. Vol. II. Sir. Pra. Mad. MS. 


In his S. K. A. Bhoja has the above-quoted passage on p. 642 
and he has also this Kārikā: 


TAA TT WISER | 
FreaaaatfraahEnot AA: |1 V. 126, p. 418. 


Compare Anandavardhana III. 11 and Kuntaka IV, p. 224. 
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Kuntaka naturally speaks much of Aucitya which, we are 
given to understand by the Locana, was a term widely current 
in circles of Sahrdayas of that time. Kuntaka 
was a younger contemporary of Abhinavagupta 
or wrote immediately after him. The word denoting the 
essence of poetry at that time seems to be "Jīvita'. For we 
find the Locana itself rendering the * Atman’ of Anandavardha- 
na as 'Jivita' twice. Kuntaka uses the same word ‘Jivita’ to 
praise his Vakrokti and soon Ksemendra is to use the same to 
signify the place of Aucitya. The two main facts recognised by 
Kuntaka in poetry are the utterance and its embellishment or 
its strikingness called Alankāra or Vakrokti. Besides these,. 
he recognises certain general concepts which go to define his 
notion of poetry. Notable among these is the idea of Sahitya. 
Along with Sahitya, Kuntaka mentions two ‘ Sadharana 
Gunas' called Aucitya and Saubhagya. These general excel- 


Kuntaka 


lences pertaining to all styles of poetry are to be distinguished 
from the ‘Asadharana Gunas’, special qualities, which go to- 
distinguish styles into the graceful (sukumāra), the striking 
(victra), and the middling (madhyama). The Sadharana Gunas, 
Aucitya and Saubhagya, are of greater importance. 


wd gad ARa aAA SEATA 
WTHRURIURESSSTS 4 RATTRTEIRTE — ll" p. 72. V. J. 


The first of these two Sādhāraņa Gunas, Aucitya, is thus 
defined in two verses : 


Maar AAA Wee da TAT | 

Taro aafaa faaea ATA tI 

qa qag: ANA a MAAA | 

aar ada aAa || V. J. I, 53-54. 
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Both kinds of Aucitya are for heightening the power of ex- 
pression, for developing the idea undertaken to be described. 
They are very general and comprehensive, referring to all 
aspects. Kuntaka describes Aucitya generally as Sfaareara 
—proper expression. Vide pp. 72-74. V. J. 

Kuntaka grasps the supreme importance of Rasa and 
character, t.e. Prakrti or, as Kuntaka often says, Svabhāva. 
He accepts the Aucitya pertaining to these which has been 
spoken of by Bharata and Ānandavardhana. Other items of 
Aucitya also are shown by Kuntaka, and everywhere, he points 
out that all Aucitya is to develop the idea or Rasa, Firstly, 
defining the speciality of S'abda and Artha in Kāvya, Kuntaka 
points out the ‘ Pāramārthya ' of these two. His S'abdapāra- 
mārthya is only the Aucitya or Dhvani of Pada or Paryāya 
and his Arthapāramārthya is nothing but Arthaucitya. His 
Arthapāramārthya comprises cases of the propriety of minor 
fancies—Pratibhaucitya. Explaining a case of the absence of 
this Arthapāramārthya, Kuntaka remarks that the fancy of the 
poet is contrary to the greatness of the character of Sita 
and Rama. This is a case of a breach of gacifau. The 
test of this Aucitya is, according to Kuntaka, Rasa. 


“aq send fusi face adapters: TR- 
aa s ARMIA, 3 a vest fara | 
aed aan: Gesta AAA maaana: aera 


df ag ead MRegafi aaaantēdifā aeca: aura a 
‘qd |” p.21. 


On mg d mentioning the qualities in poetry which 
should vie with each other, i.e., while explaining Sahitya, 
Kuntaka refers to Vrttyaucitya. This is either the Aucitya 
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of the Kaisikī and other Vrttis or of the Vrttis Upanāgarikā 
etc. The latter is the Aucitya of Rīti, Sanghatanā, Guna or 
Varna and Kuntaka calls it Varnavakrata, which he deals 
with at the beginning of Unmesa ii. This is a case of Varna- 
Sanghatanā-dhvani of Anandavardhana or Guņaucitya of 
Ksemendra. Kuntaka says that letters or sounds must be 
appropriate to the context and that certain letters unsuited 
to certain situations may help the idea and Rasa of other 
situations. 


anada: taal: eT: emu: | 
fatur ukiga: ngA: I V. J. 11, 2. 


«qw ateat:—_oeal frente: | eg avant ate, 
ae aalfaaafaanta:, da sped X, d qup | a ga: ad- 
aaia Raama sag: segalfuerer(fe)mrut: | ssg- 


aati FINA dear seagate |” 
p. 80." 


Following the principles of Alankāraucitya pointed out by 
Anandavardhana, Kuntaka speaks further of this Varnavakrata, 
under which come S'abdālankāras like Anuprāsa and Yamaka, 


' Vide above p. 216, Anandavardhana, III, 3-4. aw anda rit 
etc. It is of this Aucitya of Varna that Pope speaks of in his Essay 
on Criticism : 

"Tis not enough no harshness gives offence, 

The sound must seem an echo of the sense. 

Soft is the strain when Zephyr gently blows, 

And the smooth stream in smoother numbers flows; 


But when loud surges lash the sounding shore 
The hoarse rough verse should like a torrent roar. 


Hear how Timotheus'varied Lays surprise, 
And bid alternate Passions fall and rise.” 
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that Anuprāsas must not be written at a stretch and that the 


repeated letters must often be changed. 


aifafaeaaar matasa | 
qaia RART l| II, 4. 


"The first principle of all Alankaraucita is that figures must 


easily come of themselves, without the poet taking special 
effort for them. Says Kuntaka in the Vrtti on the above Kārikā. 


Rimas aafaa add | da effuse ga:- 


qaaa a fife, saat | cafus 


saapeaa fe sgdframnent: «renewed qemeufü- 


-murerfeeifave: Taha | p. 84. 


Here Kuntaka speaks of what Anandavardhana has said that 
Rasa is lost when special effort is taken to build a structure of 


-alliteration. 


Tarfgagar AM seu: Aaa waa | 
Alaa ae ASSEN terit Aa: |] Dhva. A. II, 17. 


W TEA Ft: ASSERT TATE AA- 


werfen frst, wo RAN | p. 86. 


In the second line of the Kārikā, Kuntaka has said what 
Anandavardhana has put'in another form that the same sound 
effect should not be continued to a great length. 


TSAR aR | 
Garda SHAY ATA: HAH: |) II, 15. 
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Terr wR fafa: agama a 
aa | Locana, p. 85. 


See Kuntaka's Vrtti also on p. 84. Kuntaka adds another point 
of Aucitya, namely that cacophony should be avoided. Con- 
catenation of very unpleasant sounds like amome etc., 
are not to be written at all. Ksemendra quotes such verses of 
a poet of hundred and more works in his Kavikanthabharana 
and condemns them as devoid of even a drop of Camatkāra. 
These sounds by nature, says Abhinavagupta in his Abhinava 
bharati, torture our ears, while there are other sounds that 
seem to pour nectar into our ears. 


aaga (amagada: aa aub Targa: 
(Dhva. A. IIT) gare | aaa fe aa aul: qaaa | 


er g fanaa sgammneātfaat: ; ener tagad: | 
p. 415, vol. III, Abhi. bhā. Mad. MS. 


Of Yamakaucitya pointed out by Rudrata and by Ānanda- 
vardhana Kuntaka speaks thus: 


area era faeere aa, | 


WA A > „eu ss. 


Afra aga: GN, da g ufaqd cH 
anaa ACTA AAT A AAAI STARA: 1l 


The few and rare cases of ‘ Rasavad Yamakas’ are called by 
Kuntaka ‘‘qagatftt ATRA” p. 87. 

The suggestive Pratyaya of Anandavardhana is Pratya- 
yavakrata, having Aucitya to the context, according to Kuntaka. 
This is a case of Pratyayaucitya, the propriety of the definite 
Pratyaya or its effectiveness in suggesting the idea or emotion. 
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RaRa cafes fara | 
qum: qagcüsemgen THAT || IL 17. 


f& ea? vee wha aeg sewer vfu. 
qa: aer fifefarmi fanaa HOP. I 
Here are given two instances of very proper, striking and 
suggestive use of the present participle : WE WI: and 
FARIA call | 


Lingadhvani or Lingavakrata or Lingaucitya is described 
on pp. 114-115; II, 23. 


Rfag apad faq erue, amaf | 
aq ARa ara aega: |1 II, 23. 


FERRA, ARA: AA ANTA 
À IARAA o. o .... aT ATTA: | 


Kuntaka thus often speaks of this Aucitya of every element 
to the idea (Vastu) or emotion (Rasa). He calls it Prastutau- 
citya or Svabhavaucitya or Vastvaucitya. He speaks of it 
again while describing the fivefold Kriyāvaicitryavakratva, II, 
25, p. 227. 

A case of Tense-Aucitya is mentioned by Kuntaka in II, 
26. It is to promote the Aucitya of the idea to the Rasa that 
the poet adopts the algarasqama. Upagrahaucitya is dealt 
with also by Kuntaka. The poet chooses one of the two— 
Atmanepada and Parasmaipada—on the score of Aucitya. 


TEOMA, Rama, PISA | 
TĀ aa RaKa ERIT, || 


Unmesa III thus describes Prakrtyaucitya which Kuntaka 
calls the Svabhavaucitya of various beings and things. 
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TAMAS Sa AAs | 
ATTA Feat a ed Rad eun di 


MRA RATSA SAS WH || III, 5-7. 

‘Of Vyavahāraucitya or Lokavrttaucitya, which idea is the 
basis of Bharata’s Natya, Kuntaka speaks in III, 9, p. 155. 
Thus we see how largely the idea of Aucitya looms in 
Kuntaka. As a matter of fact, in almost all cases of Kuntaka's 
Vakrata, the test or proof of the strikingness or charm is this 
Aucitya of the various elements with reference to the Vastu 
or Rasa the depicting of which is the work of the poet. 
Vakrokti is only another name for Aucitya! For Kuntaka 
says of Pada-aucitya that it is Pada-vakrata. 


ga wer aaf agfadgnrat qeu: | 
V. J. p. 76. 


Ās more than once pointed out already, many of the instances 
of Anandavardhana’s Dhvani, Abhinavagupta’s Vaicitrya men- 
tioned in the Abhinavabhāratī, Kuntaka’s Vakratā and Ksemen- 
dra’s Aucitya are identical. Many items of Vakratā mentioned 
by Kuntaka are seen in the Abhinavabharati as cases of Vaicitrya, 
with exactly the same or similar illustrations and Abhinavagupta 
says that the same idea is called Suptingdhvani by Anandavar- 
dhana and Subādivakratā by others. There is bound to be 
this close relation between Aucitya, Dhvani and Vakratā. 
‘Criticising Kuntaka's definition of poetry as S'abda and Artha 
set in Vakrokti, Mahimabhatta says in V. V., Vimarasa I: 
*The *out-of-the-way-ness" of poetic word and idea as 


"See my article on Writers Quoted in the Abhinavabharati, 


Journal of Oriental Research, Vol. VI. pp. 219-22. 


16 
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distinguished from those of S'astra and Loka must either be the 
Aucitya, so very essential to Rasa which is the “ Atman " of 
poetry or be the Dhvani of Anandavardhana. If therefore the 
new Vakaokti is only Aucitya (which as a matter of fact figures 
largely in Kuntaka's treatment of his subject), nothing new 
is said. If this is denied, the only other possibility is that 
Vakrokti is nothing but a new name for Dhvàni which really 
seems to be the fact. For the same varieties and the same 
instances as given by Anandavardhana are given by Kuntaka.' 


aga: aa wed . . . ganfest 
aeaea farsa tet diet qeHTASSUD qmd 
ATA rene taa AR agana: kfagragd, aerate | 
qq: RaRa RNR a aegratiframragdaamti 
ena, Remini aaa Rn at aa | 
Raa: aa AA RAA ERTA | 
.. . . RaR ga: aA- 
Wu SARTA TER was, APT gT: | Ha ga 
qa d Wa War: aaa saen Aafa | 
V. V. I, p. 28. 


Mahimabhatta wrote in the same age, just after Abhinava- 
gupta and Kuntaka. Mahima accepts Rasa as supreme and also 
Mat, the Aucitya pertaining to Rasa, Bhāva and 
Prakrti. He could not escape the idea of 

Aucitya which was in its season then. As his criticism of 
Kuntaka's definition of poetry by Vakrokti shows, critics of his 
time were aware of only two things as specially distinguishing 
the poetic utterance from the ordinary or S/astraic one, viz., 
Aucitya and Dhvani. Of these two, there is no need to specially 
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speak of the former because Mahima considers it as the 
supreme necessity in so far as Kàvya is accepted as utterance 
ensouled by Rasa. That is, according to Mahima, there can 
be no opposition to Aucitya. It is only with Dhvani that 
he fights. 
aa: AAR R a dega: Afaan- 
aah aa, Aghia Ra sctaaarteafaat ar 
wid | RaR: aAA RAA ERT- 
amail TA Aea Ga: A AA A | TA RAEN- 
Renen aaa aaa wa 
fe RRAWR:, IR: | d 4 ANNAA STATEA: TATAA: 
Raai aad, TAN | wes a aA gaa aA- 
Radai: darad, ahaa FASANAN, AARAA: | 
V. V. I, p. 28. 
On the point of Rasa and the Aucitya of every element of 
expression to this Rasa, Mahimā is completely in agreement with 
Anandavardhana. Anandavardhana says that if there is one 
word which is Nirasa, devoid of Rasa, it is the greatest literary 
flaw, the Apasabda. Similarly all flaws are comprised in 
one common flaw, viz., hindrance to the realisation of Rasa. 
All Dosas are hindrances to Rasa and Mahima calls them by 


the common name Anaucitya. He quotes Anandavardhana’s 
memorable Karika on this subject. 


qafa fiamadaīfi aa ITA- 
gdia: aaa afaa careatatstt Afad: aa, A- 
Tao AAAA, TA A AARAA | Age: 
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AAA AAG TAHA FRUTA | 
CIRC ECISRCICINIE ECCT 


V. V. I, p. 31. 


Certain ideas get certain writers as their brilliant exponents. 
Thus Sahitya gets Kuntaka as its first great exponent. To 
Mahima falls the share of expounding two ideas, Svabhavokti 
and Dosas. The most important part of Mahima's work is 
chapter II of his V. V., devoted to a study of five important 
flaws of expression, on which the classic Kavya Prakasa, the 
model for later compilations, draws for its own Dosaprakaiana 
to a great extent. These five flaws, and all others also, are only 
the many varieties of Anaucitya which means hindrance to 
Rasapratīti. For Aucitya of Rasa and Prakrti is the greatest 
Guna, most essential for Kavya. The absence of this Aucitya 
is the greatest Dosa within which every other Dosa is included. 
Aucitya and Anaucitya pertain to the content, i.c., Rasa and 
Artha or Vastu, as well as to the outer garment of the Rasa and 
Vastu, viz., the expression—S’abda. The former is Abhyantara 
or Antaranga—internal, while the latter is Bahiranga— 
external. Even the unsuggestive or inappropriate metre is an 
Anaucitya, one belonging to the latter category. Among 
S'abdanaucityas, Mahima says that five are to be specially 
noted; they are five Dosas named Vidheyāvimarsa, Prakrama- 
bheda, Kramabheda, Paunaruktya and Vacyavacana.| 


zz wg fifi erga, cuiu aA fī | 
«4 Kaadaa anai we ap fat: ger 
SHAT TAY AAA Ae SAF | emi ga: ghee 
TST Ha | aa farm, IRANE, nada: 
daei, Aaa AAA gÀ gu AAA, 
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qaragan Ra cured sade | : 
wae (alfa) faafaewarfandtfafaufastfad ara ATA- 


SHE! . . . . a wd Aaa alu ga- 
aed | Il. V. V. p. 37. 


Ksemendra was the pupil of Ācārya Abhinavagupta in 
poetics. Ksemendra first wrote a work on Poetics called 
Kavikarņikā' which is unfortunately lost to 
us. Perhaps in it he dealt with Rasa and 
Dhvani. Our sense of its loss is keen because, in his critical 
writings spared to us we find many a touch of originality. 
Ksemendra's Kavikanthabharana and Suvrttatilaka have only 
slight and subsidiary interest for us. It is his Aucitya- 
vicāracarcā we are concerned here with, a small work which 
yet belongs to the class of 'Prasthana-works' like those of 
Bhàmaha, Dandin, Vàmana, Anandavardhana, Kuntaka and 


Ksemendra 


Mahimabhatta. As is plain from the above-gone survey of the 
concept of Aucitya, Ksemendra is not the author of Aucitya, 
but, as in the case of Vakrokti and Kuntaka, Ksemendra 
made Aucitya into a system, elaborating that concept and 
applying it to all parts of the Kavya. Ksemendra only worked 
out Anandavardhana and Abhinavagupta in whose system he 
had his being. Abhinavagupta criticised those critics who glibly 
talked of Aucitya without reference to Rasa and Dhvani which 
alone render Aucitya intelligible. Just as Kuntaka's Vakrokti 
proceeds only after accepting Rasa as supreme and accepts 
also Dhvani, so also Ksemendra's Aucitya. Ksemendra first 
posits Rasa as the soul of poetry, as the thing whose presence 
makes Kavya; Aucitya is its life—' Jivita', The term *Jīvita', 
as can be seen from the two guotations given above, was used 


' Vide Au. V. C., K. M. Gucchaka 1, p. 115. S1. 2. 
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by Abhinavagupta to denote Rasadhvani with Aucitya. Thus 
Abhinavagupta used both the words ‘Atman’ and ‘ Jivita’ as 
interchangeable and as meaning generally the essence— 
Sims. But Ksemendra made a subtle distinction between 
Soul and Life, Rasa the Atman and Aucitya the Life. These 
two metaphorical names and the relation between them in 
metaphysical speculations point to the fact of the intimate 
relation between Rasa and Aucitya and of how both come into 
existence together. Ksemendra's attitude to Rasa is thus 
plainly stated even in the opening: 


HARA WHRIGBTRULATTG SUL | 
tasi fat gedsgaī || Si. 3. 


It is to explain Rasa, by which Kavya is already explained, 
that Ksemendra offers Aucitya. Aucitya is the very life of 
Rasa, the soul of poetry and this is the natural view of Aucitya 
in the texts of Anandavardhana and Abhinavagupta. In a 
verse or in a Kavya, Aucitya gives Camatkara, Aucitya which 
is the life of Rasa. Rasa is the thing to which Aucitya is the 
greatest relation in which other things exist. He again says: 


Aaa vafer fiat araa SI | sn s. 


wa agra fee IGA sea drgaietafug- 
a asitfad feared: | p. 115. 


1 a = si Sat E 
Jayamangalācārya's Kavisiksā (Peterson's I Report, Last 


list, App. I, pp. 78-9) calls Aucitya the "Jīvita' of poetry. 
AR erga aq saai 1 
FARIA: pd eg: arf N 
Cf. also the Sahityamimamsa (TSS. 114 i ] 
- 114, p. 154) : srgre 
we 2 ): sare wastes 
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We had observed before that Aucitya is as unintelligible 
without Dhvani as without Rasa. Asa matter of fact it had 
its greatest exposition at the hands of Anandavardhana only as 
a supplementary idea in the system of Rasadhvani; for, to 
Anandavardhana and Abhinavagupta, the Soul (Atman) of 
poetry is (alfemastdtgft: and the three are inseparable. 
But such an explicit mention and acceptance of Dhvani, as 
of Rasa, are not found in the Au. V. C. But Dhvani is all 
throughout implied. We had said that the test and proof of 
Aucitya is Dhvani, the suggestion of Rasa or idea. Showing 
the propriety of Pada (which is a case of Padadhvani with 
Anandavardhana), t.e., Padaucitya in a verse, Ksemendra says 
that Aucitya in that word pleases us because that word in 
particular suggests the state of separation and the consequent 
suffering, i.e., the Vipralambha Rasa: fare IRIS Fz- 
gu? afa w qumülfucd gm | Similarly in all instances of 
all kinds of Aucitya, Ksemendra must have sufficiently and 
clearly based his explanations of Aucitya scientifically on the 
principle of Dhvani. For, it is from Anandavardhana that 
the concept of Aucitya took new life. 

In most cases, Dhvani, Vakrokti and Aucitya are merely 
the more specific names for the Camatkāra in a certain point. 
In his commentary on chapter XV, the opening chapter of the 
Vācikābhinaya section of the Nātyasāstra, Abhinavagupta uses 
another word for this Camatkāra, viz., Vaicitrya, strikingness 
or beauty or charm. Bharata gives ten grammatical divisions 
of words and Abhinavagupta says that everything in poetry, 
gender, number, name, case etc., has to be * vicitra ’, wonderful 
or striking. Having explained the Vaicitrya of all elements of 
language in poetry, Abhinavagupta reconciles to this Vaicitrya 
of his the Dhvani of Sup, Ting, Vacana etc., of Anandavar- 
dhana (Ud. III) and the Vakratā of Sup. etc., of others 
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(Anye) meaning Kuntaka or those of whose ideas Kuntaka 
is the systematic exponent.' To these can be reconciled 
Ksemendra’s Aucitya of Pada, Kriya, Karaka, Linga, Vacana, 
Upasarga, Nipata etc. Again Suptingdhvani, Subadivakrata, 
Subādivaicitrya or Subadyaucitya is the same as some of 
the ten different kinds of Camatkara, Camatkara in S'abda, 
in Artha etc. given by Ksemendra in the third section 
of his Kavikanthabharana. As a matter of fact there 
is nothing new in Ksemendra's Aucitya of Pada etc., except 
appreciation under a different name of the same points 
mentioned by Anandavardhana in Uddyota III of his work 
under the heads of Dhvani of Pada, Sup. etc., forming 
the numerous parts of the Vyarjaka. The Au. V. C. is vastly 
indebted to the third chapter of the Dhva. A. On the subject 
of Rasaucitya alone, while explaining Viruddha rasa sama- 
vesa, combining of two contradictory sentiments, Ksemendra 
quotes Anandavardhana’s verse on the subject. (p. 134. Au. 
V. C.) Except for this one quotation, it must be stated 
that in this tract of his which only works out Ananda- 
vardhana's ideas, Ksemendra has not paid adequate homage to 
Anandavardhana. He grows eloquent on Aucitya in the 
opening but strangely does not even quote the famous verse 
of Anandavardhana, aaa AAE etc. 

Ksemendra has elaborated and pointed out some more 
principles of Aucitya in the wider sphere of thought —Artha 
and Arthasandarbha. Most of the things in this class like 
Aucityas of Desa, Kala, Vrata, Tattva, Sattva, Svabhava, 
Sārasangraha and Avastha are comprehended in Prakrty- 
aucitya and in the absence of the flaw of Loka-āgama-virodha, 


Mr. 

Vide p.367, Vol. U, chap. xiv. Abhi. Bha. Mad. MS. Vide 
also my article on Writers Quoted in the Abhi. Bha. in the Journal 
of Oriental Research, Madras, Vol. VI, Part III p. 221. See 
also above, this same chapter on this point. ED 
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which is pointed out by all writers from Bhamaha and Dandin, 
which is part of Aucitya, and can be said to be generally in- 
cluded in Prakrtyaucitya itself which is as old as Bharata or can 
be separately called as Lokasvabhauaucitya. The Pratibhau- 
citya given by Ksemendra concerns with the minor ‘ fancies’ 
and not with poetic imagination or genius as a whole. Simi- 
larly innumerable items of Aucitya can be elaborated and so 
does Ksemendra say in the end: sedg APTS ada fear 
alfa sdaolaa | agarre 4 safannetenenf- 
gaša |? p. 60. As for instance, the propriety of metre, 
Vrttaucitya, is an interesting study. Bharata has spoken of 
it in his chapters on Vrttas and Dhruvās, xvi and xxxii. 
Abhinavagupta guotes in his Abhi. Bhā. Kātyāyana, an old: 
writer on metres, on the appropriateness of certain metres to: 
certain subjects, moods and situations. 


fea ggi AA AAT WAT | etc.’ 


Ksemendra reserves this subject for special treatment in his. 
Suvrttatilaka. (Vinyāsa iii. S'ls. 7-16). 


FE WIGAN adtarg—īta F | 

gia adai fafa fea tl 
amaA BAe emere AAAA | 
paaga AAA We FAT || etc. 


Ksemendra then goes to explain with illustrations what situ- 
ations and subjects should be depicted in what metres. 
Though there is bound to be a large amount of subjectivism 


' Vide Journal of Oriental Research, Madras, Vol. VI, Part III,. 
p. 223, my article on Writers Quoted in the Abi. Bharati. . 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


250 SOME CONCEPTS OF ALANKARA SĀSTRA 


and impressionism in this study, though, even as regards the 
question of relation of Ragas and Rasas in music, in this 
enquiry also, it may be that one same metre has many emo- 
tional significances, there is some truth in some principles of 
Vrttaucitya like the association of long metres like Sragdharà 
with descriptions of war, Vira, Raudra and Bibhatsa Rasas 
and the use of Anustubhs for narration, brief summing up 
and pointed speech. 

The concept of Aucitya was born as a supplement to 
Rasa and Dhvani and is so developed by Ksemendra, though 
it must be stated that the latter, Dhvani, is not specifically 
spoken of by him. From the verses in the beginning which 
state the doctrine of Aucitya in general, it is plain, that like 
Rasa and Dhvani, Aucitya came in as a severe criticism of 
a merely physical or * materialistic’ or a jeweller's philosophy 
ot poetry which made much only of Alankaras and Gunas. 
This is true not of the critical literature of Ksemendra's time; 
for Rasa had been established firmly as the soul of poetry 
in poetics and the discussion yet going on was only on the 
process of the realisation of that Rasa, whether it was Dhvani, 
Anumana, Bhavana and Bhēga or Tātparya and so on. 
But it is true of literary practice, of what the poets them- 


selves were doing. Ksemendra’s Aucitya is another and final 
criticism of Alankaras. 


arrose: f fuo: | 
ga iaa fafueerfü a eae d 
ASRS: YT T4 TAT | 

-A GU fiat paea sfüfüqu |] Ss. 4-5. 
SR KRUTA: | 
ames fre aaa WU TO: |) S1. 6. 
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qesaeraenmaaaesd ur af, AAN 
aeeeiroardaa « wad | agatfrearagft=gar gen: JAT- 
arafa, AAI GATT VA | p. 116. 
An illustrative verse (which elaborates, as pointed out at the 


beginning of this paper, a verse on the same subject in 
Bharata) is also cited by Ksemendra: 


Hos Hawa, feque ART enu ar 
T AGATA, AH FAIA ar | 
aitu sod, fat wena, aaa $ ETRHGTM, 
Raa far ef saga aesa qu: d 
Bharata xxiii. 64: 
azasi R Ag a ata afirafā | 
\ ^ x N 
aed 4 gadaa | 


Bharata says this in respect of music also where the alankaras 
of music must be utilized only according to Rasa. 


qigin Raa | 
Wa WER gala a aià farei TAA |i 


N. S'. xxxix, 73-4, p. 335-6 Kasi edn. 


Thus well has it been said by Anandavardhana that Aucitya is 
the greatest secret of Rasa and Anaucitya, the greatest enemy. 
The section on Poetics in the Agni purāņa contains little 

by way of any development of the concept of Aucitya ; but it is 
also noticed here because it shows some ingen- 

The Agni ious and original reshuffling of concepts and 
e gives this concept of Aucitya as an Alankara 

of both S'abda and Artha, an Ubhayalankara. 345/2 and 5. 
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gata: arfadfad PAT aaia | 
AfIaKKRĪ am setae SU ll 
qp «eg eem tifa: aAA aha: gU W: | 
Gaara ass Ll 
“ Riti in accordance with theme and Vrtti in accordance with 


Rasa; expression, forceful or soft (as occasion demands)— 
thus is Aucitya engendered.” 
The unpublished Rasārņavālankāra (Mad. MS.) of Prakā- 
savarsa is somewhat important. It is another work which 
Prakās'avarşa speaks of Aucitya as a whole as an Alankāra, 


but differs from the Agni purāņa in holding 
it as a S'abdalankara. 


fari afr ANART | 


YstSSHAA: LRE AAA: d 
p. 16. Mad. MS. 


Some valuable ideas on Aucitya are also given by Prakāsa- 
varsa. He defines Aucitya as the spirit of mutual help 
between sound and sense, between word and idea, S'abda and 
Artha, and as an element which makes poetry great. He adds 
that to Sahrdayas, Anaucitya is the greatest offence. 


SHER FA ASIANA | 
sera... (GR) Sif aafaa ii 


sre att fensa KR am, I1 
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Prakāsravarsa gives a new twofold classification of Aucitya but 
does not explain the varieties further. He says that others 
have said enough on this subject.’ 
There is one more point to be considered before closing 
this account of Aucitya. Bharata has said’ that Hasya Rasa 
or the sentiment of laughter is produced by 
c Anukrti and Ābhāsa. It has been pointed out 
above that Abhinavagupta remarks in his 
Locana that Anaucitya is at the root of Abhàsa, as in the case 
of the S'rngarabhasa of Ravana for Sita. We can only laugh 
at it. So it is that Laulya, which is proposed as a Rasa by 
some, is made by Abhinavagupta an accessory in Hasya Rasa. 
In the Abhinava bhàrati on the text of Bharata which explains 
the origin of Hasya Rasa, Abhinavagupta discusses what con- 
stitutes the basis of the comic and points out that Anaucitya is 
at the root of the comic.  Aucitya is Rasa and Anaucitya is 
Rasābhāsa and Hāsya Rasa. The illustrative verse quoted by 
Ksemendra gives a series of Anaucitya and concludes ‘qqa 
* gU. Surely one with a girdle round the neck and a 
necklace at the foot will be laughed at. So it is that Bharata 
also says: 


Haare aed a gea | xxiii, 69. 


This takes us to another aspect of poetry and of Aucitya. 
In poetry of Rasa, Aucitya is the very life, Jivita; but in 


! Vide Journal of Oriental Research, Vol. VIII. Part 3 for an 
account of Prakas'avarsa and his work. 

* N. S'. VI, p. 296 Gaek. edn. 

? Vide p. 342, Abhi. Bha., Gaek. edn. 

‘Pp. 296-297. Abhi. Bha.. Gaek. edn. A study of mine on 
the Comic Element in Skr. Literature (on the theory of Hasya 
and its treatment by poets) will be published. 
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comic writing, the very life of its Rasa, t.e., Rasābhāsa or 
Hāsya Rasa, is Anaucitya. Anaucitya is the secret of comic 
writing. We can well say: 


arddifratast eratum | 
ARI carreras RRA I 


It is only with various forms of Anaucitya that Hasya can be 
developed; all Dosas of speech and thought occur in S'akàra 
and we have already pointed out above how Nyūnopamā and 
Adhikopamā are the secrets of satire and parody. Inappro- 
priateness is at the root of all varieties of the ridiculous and 
the laughable, and this has been shown by Abhinavagupta in 
his Abhi. Bhà.: 


aatfrafisata f& aAA | 
p. 297. Gaek. edn. 


Thus Anaucitya is the Aucitya in Hāsya Rasa. This Aucitya 
is that aspect called ‘adaptation’ by virtue of which, flaws 
become excellences, by change of circumstances. The incohe- 
rent and the inappropriate themselves become appropriate.. 
Just as S'rutidusta, a flaw in Srngāra, is a great Guna in 
Raudra and this adaptation is one Aucitya, so also Anaucitya 
which spoils all Rasas, and is the greatest Rasadosa, is the 
greatest Rasaguna in Hasya. This is of course said of the 
fundamental basis, the root cause, Vibhāva, of Hasya Rasa 
and of those conditions of inappropriateness, oddities and 
ludicrousness which are the stuff of which Hāsya is made. 
And in the delineation of this Anaucitya itself producing 
Hāsya,.in expression and in all other parts, principles of 
internal Aucitya have to be observed. There are two old 
verses on this subject of how Anaucitya becomes Aucitya, 
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of how Dosas become Gunas and of how adaptation and 
appropriateness are the only rule. 


amagadi Anaga AA Ta | 
qa ga aai wad wala KATETTA |) 
(Chaya of a Prakrt Gatha).. 
aaar AI Fa: SUD Geta aaa | 
KA: gu Same sedes. || 
Māgha. S'. V. II, 44. 


It is all some kind of relativity in the realm of poetry. 
There is no absolute Guna and Dosa but only Ucita and 


: Anucita; and the poet takes up even Anaucitya to make 


Aucitya out of it. The poet's attitude is as free and open in 
this respect as in respect of the question of morality in poetry. 

It is this Aucitya which Robert Bridges speaks of in his. 
essay on Poetic Diction under the name ‘ Keeping ', a concept 
borrowed from Painting and which he describes as the 
* harmonising of medium '. The following line of his explains. 
his idea further: ‘ But in Aesthetic no Property is absurd if 
it is in keeping’. Bridges speaks here of absurdity (Dosa) 
ceasing to be so and becoming a Guna (Vaisesika) because of 
Aucitya (keeping). 

Three doctrines form the great and noteworthy contribu- 
tions of Sanskrit Alankara Literature to the world’s literature 
on Literary Criticism. They are Rasa, Dhvani ` 
and Aucitya.' Aucitya is a very large principle 
within whose orbit comes everything else. The Aucitya-rule 
of criticism is obeyed by all others, including Rasa. 


Conclusion 


"A survey and review of Western Literary Criticism from 
Aristotle to Abercrombie from the point of view of Skr. Alankāra 
S'astra has been made by me in a separate study. 
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Mahamahopadhyaya Professor S. Kuppuswami Sastriar puts 
the whole evolution of Skr. Poetics from Alankara to Aucitya 
in a Kārikā and illustrates it with a graph. Within the 
big circle of Ksemendra’s Aucitya, there are three view- 
points in the shape of a triangle. The topmost point of the 
triangle is the undisputed Rasa of Bharata, which Ananda- 
vardhana and Abhinavagupta accept as the ‘Soul’ of poetry 
and ‘which critics of Dhvani like Bhatta Nayaka and Mahi- 
mabhatta and other theorists like Kuntaka accept. Lower 
down, the two points of the triangle are the two prominent 
theories, opposed to each other, regarding the process of 
realising Rasa, viz., the Dhvani of Anandavardhana and 
the Anumiti of Mahimabhatta. Anumiti is mentioned only 
as ‘upalaksana’ and it stands for other anti-dhvani theories 
also, like the Bhavana and Bhoga of Bhatta Nayaka, Tatparya 
etc. Within this triangle is a smaller circle named after 
the Vakrokti of Kuntaka. This circle again contains a triangle 
within it, the topmost point of which is Vāmana's Riti, 
a concept decidedly superior to and mote comprehensive 
than the two lower points called Guna and Alankāra of 
Dandin and Bhamaha. Beginning with Alankāra, the theories 
get superior or more comprehensive one by one. The 
Alankara-guna-riti modes of criticism deal with diction and 
style in the lower sense of the terms and are classed under 
one bigger current of the study of form culminating in 
the comprehensive Vakrokti-circle of Kuntaka, which is also 
an approach to poetry from the formal side. The next, the 
bigger triangle begins the current of the study of the content, 
of the inner essence of poetry, viz., Rasa and the process, 
the technique by which the poet delineates it and the Sahrdaya 
gets it. All these are comprehended in the outermost 
circle of Aucitya which pertains to Rasa and everything else in 
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4 


Kavya. All the other theories only run at the back of Aucitya 
which leads the van. If there is a harmony ora beauty as 
such, innate in every part of a great poetry, it is this Aucitī. 

The Karika and the graph explained above are given 
below : 


“Afaa dā safe: | 
guest STATAITHSIATS SIT: TEL 
RUP 


Mm. Prof. S. Kuppuswāmi Sfāstriar 


17 
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THE EVOLUTION OF THE NAMES OF 
SANSKRIT POETICS 


AND KRIYA-KALPA 


A PRE-BHAMAHA NAME OF THE ALANKARA SASTRA 


Ir will not be a surprise if on examining the history of the 
several names of a branch of knowledge in its long course 
through the centuries, one finds that it is not always the 
survival of the best that is the rule in the realm of nomen- 
clatural evolution. This is borne out by an examination of 
the names of the subject of Sanskrit Poetics also which is 
called Alaikara S'āstra, not because of the absolute appro- 
priateness of that name. The name of the concept of 
Alankara stuck to the whole subject even though the concept 
itself got dethroned after a time. 

In English the subject called Literary Criticism has the 
old name Poetics or the Study of Poetry and we have 
Aristotle’s work on the subject called Poetics. In Sanskrit, 
the most common name for the subject and as a matter of 
fact, the only name which finally stood, is Alankāra Sfāstra. 
Sometimes we have in its place the name Sahitya Vidya. 
gadi tfta afar atradu: ?? says Rājasekhara. (K. M. p. 4). 
The name Sahitya is very much later than the name Alan- 
kara. It was evidently born out of Grammar and it slowly 
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came to denote poetry itself upon the basis of Bhamaha’s 
definition of poetry ! : 


Weal ARA FEAA | I, 16. K. A. 


Sahitya was gaining some importance after the time of 
Anandavardhana. It was taken up by two prominent writers 
who came immediately after Abhinavagupta, namely, Bhoja 
and Kuntaka. Sometime afterwards, we had the first regular 
work on Poetics which took the name Sahitya, namely, the 
Sahitya Mimàmsa.of Ruyyaka. After this, the word was in 
greater use and in later Alankāra literature one of the most 
important works had this name, namely, the Sahityadarpana of 
Visvanātha. Whenever accomplishments of men of taste were 
referred to, the word Sahitya was always used along with 
Sangita. Though not as old as Alankara, Sahitya is the only 
name of Sanskrit poetics, which became as common as Alankara. 

Sahitya means the poetic harmony, the beautiful mutual 
appropriateness, the perfect mutual understanding, of S'abda 
and Artha. The concept is of great significance and I have dealt 
with it and its history in a chapter in my book ‘ Bhoja’s S'rngāra 
Prakasa.’ Compared with Sahitya, the name Alankāra is of 
less poetic worth. It is a reminder of that stage in the history 
of Sanskrit Poetics when the concept of Alankara was sitting 
high on the throne of poetic expression. The Alankāra-age 
of Sanskrit Poetics is much older than Bhamaha and lived up 
to the time of Udbhata, Vamana and Rudrata. Its last great 
votaries were Bhoja and Kuntaka. Bhamaha’s work is called 
Kavyalankara; Udbhata, who commented upon Bhamaha, 
names his independent work on the subject as Kāvyālankāra- 
sārasangraha; Vāmana and Rudrata only follow and name 


"See my thesis Bhoja's S'rhgara Prakasa, Vol. I, pt. 1, 
pp. 87-110. : : 
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their works also as Kāvyālankāra. Though Dandin seems to 
be an exception, he only proves the rule; for, though he calls 
his work Kāvyādarsa or Mirror of Poetry, he is the writer 
who pays the greatest tribute to Alankara. These ancients, 
the Alankāra-vādins, took Alankara as the beautiful expression 
and as the distinguishing mark of poetry, and considered even 
the Rasas as only subserving this beauty of expression. Bhoja 
ardently walks behind Dandin and in his stupendous S'rügara- 
prakāsa, erects a new and huge throne for Alankāra. Gunas 
Alankāras, Rītis, Vrttis, Sandhis, Laksanas, Rasas, Language, 
Metre, Form of composition, namely, epic, drama etc.,—why, 
everything is Alankara to Bhoja. The Alankāra-age of 
Sanskrit Poetics which can roughly be marked off as ending 
with Rudrata, is also a very significant period in the history of 
Sanskrit Poetics. For, it is the analysis of the Alankāras 
that: led to the rise of Vakrokti and in another direction 
through such Alankāras as Dipaka, Samāsokti, Paryāyokta 
containing a suggested element, gave rise to the concept of 
suggestion, Dhvani. Vakrokti is a continuation of Alankara ; 
its greatest exponent, Kuntaka, describes his work, the Vakrokti 
Jivita as Kāvyālankāra. 


AIEMAGTU Asagi ARA | 1. 2. 
TAME AAEM ANTAA | Vrtti. p. 3. 
V. J., De's Edn. 


It is as a result of the importance of this Alankara-stage 
of Sanskrit Poetics that the whole system got itself named 


after one of the several elements af poetry, Alankāra. 


Says 
Kumarasvamin : 


i : 
See my Bhoja's S'rhgara Prakāsa, Vol. I ii 
Bhoja’s Conception of Alankara. DS m 
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gali taegnmadgfmafmd are aati zea 
FORMATE | 
p. 3, Ratnapana on the Pratāparudrīya; Bālamanoramā Edn. 

At the hands of Vāmana, Alankāra gained greater propor- 
tions; it expanded and attained greater significance and beauty. 
It came to him from Daņdin and when he turned that stone of 
Alankara handed to him, he found it flashing diverse hues. He 
realized that it meant Beauty. It had come to mean not only 
the small graces of the S'abdālankāras and the figures of speech 
called Arthālankāras but also the absence of all flaws and the 
presence of all excellences, in fact the sum-total of the beauty 
of poetic utteránce as such, distinguished from other utter- 
ances. To Vamana, Alankāra was Beauty, Saundarya. 

For the nonce, it seems as if Poetics has got a new and 
comprehensive name, Saundarya S'āstra. The word ‘Sundara’, 
the Beautiful, baffles analysis. We have to resign to the 
magic of the poet’s genius ultimately, to what Bhatta Nayaka 
and Kuntaka would call Kavivyápara. Sundara and Saun- 
darya are words which Abhinavagupta uses very often in his 

"descriptions of poetry in the Locana on the Dhvanyāloka. 
The synonym Caru (lt) is also used by Anandavardhana. 


1. Box: qada: p. 5 Anandavardhana. RH- 
GIREN and qaaa p. 8 Anandavardhana. PIAA R afsal- 
faafaa: p. 13 Anandavardhana. fafaafafaeara- 
FARATMAIA GaN? p. 27 Anandavardhana. 

2. ofr agiagia oat | eur AAN career 
Jaara a AAA | Abhinavagupta, Locana, p. 29. 

a fe an fadt eat gfe etwas arem: ATE- 
Vau; afl J gen | Ibid. p. 72. 
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Beauty is the primary factor and in its absence neither 
Alankara nor Dhvani can have any claim to be called such or 
make for poetry. 


amdana arrarfēmagarga Kad: | efe 
efi atrodi alga wq, d wp ASAR | oo 
R ‘aa at: an au: gÑ I (GIFA) Ch wes ef | 
Sw RASA? gaa: | o. 0.0. 0. Um 
a Janta EXE TE PTUS] | Abhinavagupta, Locana, p. 210. 


This is said of Alankara by Abhinavagupta and the point 
is stressed by Bhoja also in his S'rhgaraprakasa (Chap. XI, 
p. 371, Vol. II, Madras MS.), where he says that the statement 
garsqui: cannot be considered any Alankāra, because it is 
devoid of the primary characteristic common to all Alankaras 
(Alankara-samanya-laksana), namely, S'obhā, which is Beauty. 
Such a significant interpretation, Bhoja gives to Dandin's 
description of Alahkara, ARITA dala AEK JAAA | 
The point is further stressed in a well-known passage by 
Appayya Diksita in his Citra mimamsa. 


taisi aoa: PARTRIA AAN FEAN- 
SW TT Ag ANA | Ad: Na: Tas? mfg TAT . | 
p. 6. N. S. Edn. 


The same condition of the necessity of beauty applies to 
Dhwani also. It is not enough if one tries to point out in a 


case the existence of some technical Dhvani. Even Dhvani 
has to be beautiful. 


Iieeniagaasa ufu AAN emeret 
Adede: | Locana, p. 17. 
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Commenting on Anandavardhana’s 


ICICI EC ANARAN: acute 


etc., (p. 27, Dhva. A.) 
Abhinavagupta says: 


da aaa 4 eaqqasrst aa STER: 
etc., Locana, p. 28. 


Therefore the poetic beauty is the real soul of poetic ex- 
pression. Abhinavagupta accepts that Beauty is the essence, 
the soul of the art. 


aam Amata FAA AAT BTL’ iA, 
asp Ta | wf dead fare gÑ | p. 33, Locana. 


It is this Beauty that is otherwise called Camatkara on 
which word Visvesvara, the author of the Camatkāracandrikā, 
takes his stand. The words Vicchitti, Vaicitrya, and even 
the word Vakratā finally mean only Beauty. It is the same, 
the beautiful in poetry, that is meant by the Ramaņīya in 
Jagannatha’s definition of poetry. From this point of view, 
it seems that there was good chance for a new name for 
Poetics, namely Saundarya S'āstra, but it did not come up. 
The name Saundarya S'āstra would correspond to the western 
name Aesthetics. In the western literature on the subject, 
the words, the Beautiful and the Sublime, are met with. 
‘There are the works such as that of Longinus on the Sublime. 
One whole chapter, in his work, * What is Art ?', is devoted 
by Tolstoy to àn examination of the works on Beauty. But 
the study of Beauty and Sublimity, Aesthetics or Saundarya 
Slastra, does not strictly mean Poetics but embraces the critical. 
appreciation of all Fine Arts, including sculpture, painting and 


music. 
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In Uddyota I and elsewhere, Anandavardhana refers to 
writers on Poetics as Kavya-laksana-karins, for, those who 
wrote on poetry did so with the idea of defining Poetry. 
(Dhva. A. pp. 8, 10, etc.) And Kavya-laksana can also be 
taken as a general appellation applied to Poetics in the days 
of the reign of Alankāra and even earlier. Bhamaha, who 
opens his work with the words— 


RAS zem anate fadi | 


closes it thus with the name Kāvya-laksaņa: 
wary AAA 4 REZE | 


Dandin proposes in 1. 2 of his work to write Kavya- 
laksana : 


FATT: PAT RETA | 


All these names, Kāvya-laksaņa, Alankāra and Sahitya, 
are however later names. Before Bhamaha and before the 
names Alankāra and the.much less definite Kavya-laksana 
came into vogue, what was the name of the subject of 
Sanskrit Poetics? 

It is the list of the sixty-four arts—Catussasti Kalah— 
given by Vātsyāyana in his Kāmasūtras that gives out the 
first glimmer in this connection. After mentioning ‘the com- 
posing of poetry ’—Kavya kriya—and two of the subjects 
helpful to that purpose namely, Lexicon (Abhidhāna kosa) and 
Prosody (Chandojnana), Vātsyāyana gives a subject called 


KRIYA-KALPA. (I. iii. 16, p. 32.) What does this Kriyā- 
kalpa mean? Coming close u 


i pon composing of poetry_ 
Lexicon and Prosody, : 


it is very likely that Kriya-kalpa 
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is a subject. related to literature and poetry. A reference 
to the Jayamangala upon this reveals to us that Kriyā-kalpa 
means Poetics or Alankāra S'āstra. Fane sf RIRU- 
ferfer:, HAIGHT zad: | Ram (i.e. Abhidhāna, Chandas 
and Alankara) aeae, warned *H | p. 39. To 
explain, Kriyā-kalpa must be expanded into Kāvya-kriyā- 
kalpa, a practical treatise showing the way to compose 
poems. 

The name Kriyā-kalpa consists of the two words—Kriyā 
meaning kāvya-kriyā and Kalpa meaning vidhi. Kriyā-kalpa 
is the correct word. S'rīdhara's commentary on the Bhāga- 
vata reads it wrongly as Kriyā-vikalpa and that wrong form 
is given in the list of sixty-four kalas in the S'abdakalpa- 
druma and the Vacaspatya, both of which reproduce from 
Srīdhara. Relying; on his reading, Mr. P. K. Acharya, 
in an article on Fine Arts in the Indian Historical Quarterly, 
(Vol. V, p. 206), says that Kriyāvikalpa is the'art of “ deri- 
vation and conjugation of verbs in various ways” and that 
“it refers to grammar and poetics as Yasodhara says” ! If 
the reading Kriyā-vikalpa is taken as correct and is inter- 
preted as verbs and their derivation and conjugation, where 
does Poetics come in? And nobody says that it refers to: 
grammar. 

The Lalita vistara’s list of Kalas mentions this Kriyakalpa. 
See p. 156, Lefmann's Edn. 

Dandin says in his Kavyadarsa, I.9: 


qai afati Raag: raray | 


Here he refers to his predecessors who wrote Kriyā-vidhi. 
Vidhi simply means kalpa and here there is an indirect 
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reference to the name Kriya-kalpa, which Vatsyayana has 
acquainted us with. Tarunavacaspati explains Dandin's Kriya- 
vidhi as Racanā-prakāra and the Hydayamgamā, as Kriyā- 
vidhüna which mean the same as the Kavya-karana-vidhi of 
the Jayamangala. ; 

In a list of the sixty-four Kalas attributed to Bhàmaha 
and quoted on p. 29 of Tippabhüpala's Kamadhenu on Vama- 
na's K. A. S. and Vr., which list closely agrees with that of 
Vatsyayana, we have in the place of Kriya-kalpa, the word 
Kavya-laksana. This again proves that Kriya-kalpa ‘is the 
correct word and that it is an old name for the Alankara 
S'astra. 

Lastly, we find Kriyā-kalpa mentioned in the Uttara- 
kāņda of the Rāmāyaņa, along with many other arts and 
branches of knowledge. Though much of the present Uttara- 
kāņda may be later accretion, it may be that the cantos on the 
banishment of Sītā and the recitation of the epic by her two 
sons are gefuine or at least older parts of the epic. Their 
superior literary merit easily separates and marks them off. 
In canto 94, (verses 4 to 10), Valmiki describes the assembling 
of Rama and other men of learning in Rama’s court to hear 
the two boys recite the epic of Valmiki. Among the learned 
men who gathered on that occasion are mentioned feSdI:, 
SIE, Num, eae: (Grammarians), tS40141:, Mega: 
FARANI: (all the three referring to musicians), 4I@laiva- 
"Hur, Beafe uftafšai: (those well-versed in Grammar and 
Prosody) and then we find the line— 


BaRa qur sreafial Sara. | S1. 7. 


When Grammar and Prosody have been mentioned, surely 
Poetics is the only subject waiting to be mentioned and who 
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else than one who is learned in Poetics deserves a seat in a 
gathering assembled to hear a poem ? 

Thus, from Daņdin ina way, and from Vātsyāyana and 
the Rāmāyaņa in a clear manner, we come to know that, in its 


early stages, the Alankāra S'āstra was called KRIYĀ-KALPA.' 


"The semantics of the word “ Kriya” is interesting to study 
in this connection. It means among many things a literary com- 
position” and Apte's Dictionary gives here apt quotations from 
Kalidasa himself. 


qua aR: Genfiat afearaer | Vik. I, 2. 
afac Pearat agata: | Mālāvikāgnimitra. 
Kriya thus means Kavya and Kriya kalpa is Kavya kalpa. It is 
remarkable how the English language also has the synonym of 


Kriya, ‘‘ Work”, used in the sense of "a literary composition". ' 
(“ Krti” in South Indian music vocabulary means a music- 


composition). 
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CAMATKARA 


AT first, works on Poetics approached from the stand-point of 
Alankāra and were invariably named also Kāvyālankāra. 
Then, with the rise of Rasa and Dhvani, works on Poetics 
approached the subject from the ‘Atman’ of poetry, namely 
Rasa-Dhvani. Then came Bhoja, whose work, the S'rngāra 
prakāsa, among the many points which it emphasised, em- 
phasised the concept of Sahitya also, which together with the 
brilliant exposition of that concept in Kuntaka’s Vakrokti 
Jivita, gave rise to a new kind of aproach for a Poetics-treatise 
in the works called Sahitya mīmāmsā.' Another approach 
is that of Camatkāra, the literary delight which comprehends 
all the poetical elements from Guna and S'abdālankāra to 
Rasa and Dhvani. It is clear that when we read poetry, we 
have a certain enjoyment ; this enjoyment may be due in one 
place to a sound effect, to a striking idea in another, and to 
the emotional movement in still another ; but it is all the same 
one relish. 

It is a striking coincidence that, like the concept of Rasa, 
the concept of Camatkāra also came into the Alankāra S'āstra 
from the Paka sāstra. Its early semantic history is indistinct 
and dictionaries record only the later meanings, the chief of 

' One Sahitya mimāmsā is the work of Ruyyaka mentioned in 
his Alankara sarvasva, but this work has not yet come to light.. 
MSS. of another Sahitya mīmāmsā are available in the Tanjore, 


Madras and Trivandrum MSS. Libraries ; and this work has also 


been edited in a highly defective manner in the TSS. I have dealt 
with this work and the concept of Sahitya in a separate’ chapter in 
my thesis on the Srūgāra Prakasa. 
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which are ‘astonishment’ and * poetic relish’. In appears to 
me that originally the word Camatkāra was an onomatopoeic 
word referring to the clicking sound we make with our 
tongue when we taste something snappy, and in the course of 
its semantic enlargements, Camatkāra came to mean a sudden 
fillip relating to any feeling of a pleasurable type. Nara- 
yana, an ancestor of the author of the Sahitya darpana, inter- 
preted Camatkāra as an expansion of the heart, Citta vistāra, 
and held all kinds of Rasa-realisation to be of the nature of 
this Camatkara or Citta vistara, of which the best example 
was the Adbhuta rasa. But as a general and all comprehen- 
sive name for literary relish, the word Camatkāra occurs even 
in the Dhvanyāloka (p. 144, N. S. edn.). In the same sense, 
the word occurs about fourteen times in the Locana of Abhi- 
navagupta (pp. 37, 63, 65, 69, 72, 79, 113, 137 and 138). From 
the reference on p. 63 we understand that Bhatta Nayaka 
also used the word in the same sense. On p. 65, Abhinava- 
gupta describes Rasa to be of the nature of Camatkara. 
Kuntaka uses the word in the same sense. The Agni purāņa 
equates the Caitanya of the Atman, Camatkara and Rasa. 
(Ch. 339, S1. 2). — 

Abhinavagupta’s pupil Ksemendra, whose brain went 
on many a refreshing and original line, made an approach 
to poetry through this Camatkara in one of his small but 
interesting works, the Kavikanthabharana. The third Sandhi 
of this work is called Camatkara kathana and here, Ksemendra 
analyses the points of Camatkara in a poem into ten. 


qa gaan: a aAa: faariacaotia:, 
anaana, Atadaregu:, TNA:, AMA:, ASaTATA:, 

ASR: GHI: TATA ITAA | 
K. K. A. Kavyamala Gucchaka IV. p. 129 
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But the first regular Poetics-treatise to make the Camat- 
kāra-approach is the Camatkāra candrikā of Visvesvara, 
protege of Simhabhūpāla (c. 1330 A.D.). This work opens 
with the statement that Camatkāra is the Sahrdaya's delight 
on reading a poem and that the ‘ Alambanas’ of this Camat- 
kāra in a poem are seven, viz., Guna, Riti, Vrtti, Paka, S'ayya, 
Alankara and Rasa. 


AAFRG Agma aca | 
qui QÑ tw af T sEAHTSSZRM | 
WEISE TARA gad FMT: dI 
India Office MS. No. 3966.: 


Visvesvara classifies poetry into three classes on the basis of 
the nature of the Camatkāra. The three classes are Camat- 
kāri (S'abda citra), Camatkāritara (Artha citra and Gunibhita 
vyangya) and Camatkāritama (Vyangyapradhāna). 

In A.D. 1729, Hariprasāda, son of Mathura misra Gan- 
gesa, wrote his Kāvyāloka (Peterson's III Report, pp. 356-7) 
in seven chapters. He solved the problem of poetry in a 
straight and simple manner by taking his stand on Camatkāra 
which he called the * soul ' (Atman) of poetry. 


AREIA PAN IÀ: | 
sara: qf aana I 


"This Visvesvara must be distinguished from the author of 
the same name of the Alañkāra kaustubha who flourished in the 
beginning of the 18th cent. The Camatkāra candrikā is not yet 
published, and on the basis of its MS. in the Madras Govt. Oriental 


Library, (R. 2679), I published a study of it i 
BORI, XVI, i-ii, pp. 1318. udy of it in the Annals of the 


*The introductory verses in the I 


di : 
are not found in the Madras MS. te C C. 
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It is again on the basis of this Camatkāra that Jagannā- 
tha gives his most comprehensive definition of poetry in his 
Rasa gangādhara. Camatkāra, he says, is the supermundane,. 
artistic delight brought about by the contemplation of Beauty, 


and poetry is such verbal expression as is the embodiment of 
an idea conveying such Beauty. 


qoaa: deg: BAL | Tolar aA ARN- 
ZIG | SRA ASIANA: ARITA: 
agaia RRA: N 
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ADDENDA 


LAKSANAS 
SAGARANANDIN ON LAKSANA 


P. 28.—Sagaranandin, author of the Natakalaksanaratna- 
kos'a (edn. M. Dillon, Oxford, 1937) speaks of the Laksanas in 
two places in his work, first in lines 1464—1729 and then in 
lines 1734—1852. In the first context, he speaks of these as 
Laksanas, gives thirty-six of them and follows the Anustubh 
recension. The text enumerating these follows that in the 
Kasi edn. of the N. S'., except for a disorder from verse one, 
pada four, to end of verse two. On the function and nature of 
Laksaņas, Sāgaranandin gives the simile of the Cakravarttin 
and his Samudrika Laksanas which bespeak his sovereignty, 
and adds to it a further comparison of the Laksanas to other 
good qualities with whose help a king attains to the state of 
an emperor. 

When he begins the enumeration Sāgaranandin says: 
fqregqfa sama araa ware AA: a remark which 
may give rise to the suspicion that, according to him, 
Bharata’s text originally contained only an enumeration and 
not definitions also; the definitions which follow in the 

18 
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Nātakalaksaņaratnakosa are the same as those found in the 
Kasi text of the N. S. For Prccha and Sarüpya, Sagaranandin 
notes a second definition with the words * Aeaeeale’. 

It is interesting to note that it is while dealing with the 
first Laksana called Bhüsana, which is defined as “ being 
adorned with plenty of Alankāras and Gunas ", Sagaranandin 
gives his brief treatment of the Alankāras, Svabhavokti, 
Upamāna etc. and the ten Guņas, S'lesa etc. according to 
Dandin. 

In the second context referred to above, lines 1734—1852, 
Sāgaranandin takes Bharata's statement ‘MSE g IERA’ 
and says that though Upamā etc. are the generally accepted 
Alankāras, there are still others which are called Nātakālan- 
kāras; and he gives here 33 Nātakālankāras, some of 
which pertain to the Upajati-list of Laksanas in Bharata 
and the rest are found in the lists of Bhoja and S'āradā- 
tanaya and in Visvanātha's list of Nātakālankāras. The 
Nātakalaksaņaratnakosa shows that when Visvanātha gives 
a separate set of 33 items under the name Natakalan- 
kara, he is following Sagaranandin or one whom the latter 
followed or one who followed the latter. As has been 
pointed out above on p. 32, footnote one, Mātrgupta is the 
earliest writer now known to speak of Nātyālankāras, in 
addition to Laksanas. The next writer now known to do 
so is Sāgaranandin. 

The lists of Nātakālankāras in Sāgaranandin and Visva- 
nātha tally, except in two cases: in the place of Ahankāra and 
Guņānuvāda of Sāgaranandin, Visvanātha has Utprāsana and 
Upadesana. 


At the end of the illustration of these 33 Nātakālankāras, 
Sāgaranandin says that these are Alankāras which 


3 exclusively 
pertain to the Nātaka, 


t.e., the first type of drama, as its own 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 
ADDENDA $ 275 


Alankāras; but a poet may add to the Nataka other Alankāras 
also. What are these other Alankāras? They are 57, the 27 


Angas of the S'ilpaka, the 10 Angas of Bhāņa, the 13 of Vili 
and the 7 of the Bhāņikā. 


UMA AEK VRAIS: | AFĪSTATAKTEĪ-. 
qa Tae Hara: watt | emn fangen senvarfe 
aian, IRA Taga aa, dere: sera 
aaga, alot Aaa aa | ta SHSSINGUTIBD TR- 
SORIA FAULT | 

Sagaranandin, lines 1852-57. 


This places Nātakālankāra on a par with Sandhyanga, Lās- 
yanga and Vithyanga,—several thematic points which go to _ 
form and enrich the composition. 


II 


SVABHAVOKTI 


Pp. 101-2.—Regarding Dr. De's observation quoted here 
that it is Svabhavokti “ when words are used in the ordinary 
manner of common parlance, as people without a poetic turn 


‘of mind use them "— : 
it must be pointed out that no Alankàrika gives such 


a definition of Svabhāvokti. See pp. 93, 96, 103, 106, 
111-4, where I have emphasised that Svabhāvokti is not a 
bald or ordinary statement, but that it has also got to be 


“ striking’. 


CC-0. ASI Srinagar Circle, Jammu Collection. 


Digitized by eGangotri Siddhanta Gyaan Kosha 


276 SOME CONCEPTS OF ALANKARA SĀSTRA 


III 


P. 131-2.—Regarding Bāņa's verse on the literary habits 
distinguishing writers of the different parts of India, — ÈH- 
say etc 


compare Kātyāyana's remark on the subject of provirices 
and metres : 
‘Messer AAG ARN a RA? | 


quoted by Abhinavagupta in his Abhinavabhāratī, 
GOS, II, p. 246. 


B 


P. 147-9.—Regarding Rājasekhara's high praise of the 
Vaidarbhi Riti and his mention of Madhurya and Prasada as 
its essential Guņas, on which both his Kāvyamīmāmsā and 
Bālarāmāyaņa have been quoted by me— 


the following may also be quoted on the same subject 
from Rājasekhara's Viddhasalabhanjika— 


al eal deel Ca: | wat argangaiaa | cup faena: 


Fala: | Act I. p. 40. Jīvānanda Vīdyāsāgara's edn. 


IV 
AUCITYA 


P. 208.—Lollata’s verse that Yamaka, Anuloma etc., are 
undesirable, TARGA * 3 * askama ar ll, quoted here— 
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this is quoted, with mention of Lollata’s name, also by 
Jayamangalacarya, in his Kavisiksā. See Peterson’s I Report, 
App. I, p. 79. The text is corrupt as printed there. 
V 
NAMES OF SKT. POETICS 
A 


P. 260, lines 16-19—On Alankāras containing a suggested 
element and the evolution therefrom of the concept of Dhvani 


mentioned here— 
see my Bhoja's S'rngara Prakasa, Vol. I, pt. 1, pp. 145-7. 
B 


Pp. 261-3.—On Alankara and Beauty dealt with here— 
see also above, chapter on Use and Abuse of Alankara, 


pp. 50-51 and 90. 
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Meghaduta 9, 65, 85 


Yas'OVARMAN 204-6, 209, 223 


RAGHUVAMSA 70,72, 77, 
79, 85, 87-8 
Ratnakara 5, 34-5 
Ratnesvara — 105, 107-8, 
112 fn. 132 fn. 189, 232-3 
Rasakalika 230 fn. 
Rasagangadhara 188, 271 


PAGE 


Rasarnavasudhakara 3, 
29, 104-5, 152-3 fn. 175-6 


Rasārņavālankāra 252 

Rāghavabhatta 5, 13, 32fn. 
33-4 

Rājatarangiņī 83 


Rājasekhara 131, 147-51, 
152, 154 fn. 170, 179, 
206-7, 226-7. 276 
Rajendrakargnapura 76 
Ramacandra 70 fn. 
Rāmābhyudaya 204-6, 209: 
Ramayana 57, 62, 67-8, 
70, 71, 73-4, 75, 78-9, 
81, 86-8, 111 fn. 118, 
169, 266-7 
Ramayana campu. See 
Bhoja campi 
Ravanavadha. See Bhatti- 


kāvya 
Ritivrttilaksana 153 fn. 
Rucipati 5, 34 


Rudrata 43 fn. 58-9, 95 fn. 
105-6, 112, 125 fn. 151 fn. 
153 fn. 191-3, 206, 208- 

13, 223-4, 232, 259-60 
Rudrabhatta 224-5 
Ruyyaka 116, 123, 126, 

127-30, 259 

Rūpagosvāmin (Nātaka- 

candrikā) 5 


LALITAVISTARA 265 
Lalitastavaratna 72 fn. 
Lollata 4, 206-8, 210,219, 276-7 


VAKROKTIJĪVITA 80, 
93 fn. 110-11, 113-4, 116, 
122 fn. 134 fn. 162-7 
168 fn. 169-71, 235-42, 
260, 26 8. 
Vakyapadiya 231 
Vagbhata (older) 152 fn. 
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Vāgbhata (younger) 152 fn. 
Vagbhatalankara 152-3 fn. 


Vagbhatalankaravrtti (of 


Simhadevagani) 153-4 fn. 
Vacaspatya 265 
Vajapyayana 94 fn. 
Vatsyayana 264, 266-7 


Vamana 37, 66, 107, 108 fn. 
143-4, 153 fn. 157-8, 
167 fn. 205 fn. 245, 256, 

259, 261, 266 

Vamana Bhatta Bana 69 


Valmiki 57, 71, 81, 86-7 
111 fn. 118, 169, 266 
Vasavadatta 78 
Vasudeva 148 fn 
Vikatanitamba 212 


Vikramorvas'tya 63, 267 fn. 
Vitthala diksita 153 fn. 
Viddhasālabhaītjikā 276 
Vidyācakravarttin 110, 126-8 
Vidyānātha 93 fn. 153 fn. 
191 
Visākhadatta 82 
Visvanatha 14, 30-3, 36, 
42, 46-7, 110, 126, 259, 274 
Vis'vesvara (Camatkara 


candrika) 153 fn. 270 
Vis'vesvara (Alankara- 

kaustubha) 270 fn. 
Visuudharmottara 97, 174 
Venisamhara 74 
Vedantadesiika 77 
Vemabhūpālacarita 69 


Vaidyanātha payagunda 29 
Vyaktiviveka 75, 89-90, 
111-16, 158, 167-8, 242-5 


4, 209 
S'abdakalpadruma 265 
Saradatanaya 5, 15, 27.8, 
31-2, 35-6, 42, 45-7, 119, 
171, 175 fn. 274 
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PAGE 


Singabhūpāla 5, 14, 29, 
30, 33-4, 104, 147, 152- 
3 fn. 175, 178, 270 


Sivalilarnava 50, 54, 137 
Sisupalavadha 81, 199, 
220, 255 
Silabhattarika 150 , 
S rügaratilaka 224. 
S'rügüraprakasa 5, 26, 


53, 60 fn. 107, 109, 110, 
173, 175, 178-9, 200, 
204-5, 230-1, 233-4, 260, 


262, 268 
Srigadrasara 147 
Srīdhara 265 
S'ripada 151-2 
Sriharsa (poet) 71-2, 77, 


82, 87, 130 fn. 132 fn. 149 


SANGITARAJA 5, 36-7 
Sabharafijanas'ataka 48 
Samudrabandha 130 fn. 


Sarasvatikanthabharana 
56, 60 fn. 103, 105-9, 
OMAR Amin 152; 
161, 173, 175 fn. 189, 

190, 203, 212, 230, 232-4 

Sarasvatikanthabharana 
vyakhya 
—of Bhatta Nrsimha 161 
—of Ratnes'vara 105, 

107-8, 112 fn. 189, 232 


Sarvasena 170 
Sarves'vara 5, 37, 200 fn. 
Sahrdayananda 75, 78 
Sagaranandin 273-5 
Sāhityakaumudī 153 fn. 


Sahityadarpana 3, 5, 30-3, 
46-7, 259, 269 
Sahityamimamsa 
—of Ruyyaka 259, 268 fn. 
—anon. edn. TSS 37-8, 
110, 151 fn. 268 fn. 
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Sahityasara _ Haravijayavyākhyā 
—of Acyutarāya 38-9 (of Alaka) 5,35 
—of Sarves'vara 5, 37, Hari (Prākrt poet) 192 
[ 200 fn. Hariprasada 270 
Simhadevagani 153 fn. Harivijaya 170, 220 
Subandhu (Vāsavadattā) 78 Harsacarita 49, 57 fn. 
Subhāsitanīvī 77 78-9, 84, 93, 131, 220 
Suvrttatilaka 245-6 Hrdayadarpana 4, 12, 17 
Hemacandra 3, 92, 104, 
HAMSA MITTHU 154 fn 108 fn. 113 fn. 114, 130, 
Hamsavilasa 154 fn 188, 190, 206-8, 
Haravijaya 5, 34 220-1 
ENGLISH 
PAGE PAGE 
ABERCROMBIE 225, 225 fn. Dickens, Charles 68 
Acharya, P. K. 265 : 


139-41, 153-4 
160, 255 fn. 258 
Authorship and Style 157 


Aristotle 


BAIN 48 fn. 50 fn. 77 
Bhattacharya, Sivaprasad 
141 fn. 
Bhoja's Syigāra Prakasa 
43 fn. 54, 61 fn. 108 fn. 
138 fn. 139 fn. 144 fn. 
178, 181, 203 fn. 233 fn. 
259 fn. 260 fn. 268 fn. 


269 fn. 277 
Bridges, Robert 255 
Brown, J. S. 62 fn. 68 


CREATIVE UNITY 48 fn. 
DE, S. K. 98 fn. 99, 101, 122, 
139 fn. 140, 165 fn. 173, 275 
Demetrius 140-3, 154, 
160-1, 163 


ESSAY ON CRITICISM 
237 fn. 
Essentials of Criticism 48fn. 


Hunt, LEIGH 49 
KANE, P. V. 99 
Keats 89 
Keith, A. B. 77, 84 

Kuppuswami Sastri, S. 
Mm. 2 fn. 256-7 
LAMBORN 48 fn. 
Longinus 263 
MURRY, M. 155-6 

ON STYLE 140-3, 154, 
160-1, 163 


On the Sublime 263 


PATER, W. 59, 61, 157, 166 
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Personality 48 fn. 
Pickwick Papers 68 
Picture of Dorian Gray 
92 fn. 
Poetic Diction (Bridges) 
E 255 
Poetic Diction (Quayle) 88 
Poctry As Representative 


Art 48 fn. 58 fn. 
Pope 237 fn. 
Problem of Style 155 

‘QUAYLE, THOMAS 88 


RAGHAVAN, V. 43 fn. 78, 
108 fn. 109, 110, 131 fn. 
138, 144 fn. 147 fn. 174, 
176, 178, 194 fn. 203 fn. 
207 fn. 216 fn. 233 fn. 
248 fn. 249 fn. 253 fn. 
255 fn. 259 fn. 268 fn. 

269 fn. 270 fn. 277 
Raleigh 166 
Rhetoric and Composition 
48 fn. 50 fn. 
Ramasvami Sastri, K. S. 
179 
Raymond 48 fn. 58 


SANKARAN, A. 101 
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PAGE 


Sanskrit Poetics (De) 
98 fn. 99, 101, 122 fn. 
138 fn. 140, 165 fn. 


Schopenhauer 157-160 
Seven Arts and Seven Con- 
fusions 212 
Shakespeare 174 
Sleep and Beauty 89 
Some Principles of Liter- 
ary Criticism 161 
Spingarn, J. E. 212 
Stevenson, R. L. 156-7 
Style (Pater) 59 
Style (Raleigh) 166 


Subrahmanya Ayyar, K.A. 
62 fn. 68 fn. 74 fn. 


TAGORE, RABINDRANATH 
48 fn. 91 
Tatacharya, D.T.101-2,135 fn. 
Technical Elements of 


Style 156-7 
Theories of Rasa and 
Dhvani 101 
Tolstoy 60 fn. 263 
WHAT IS ART? 60 fn. 263 
Wilde, Oscar 92 fn. 
Winchester 161, 163 


World of Imagery 62 fn. 68 
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SUBJECT 
SANSKRIT 
PAGE PAGE 
Aksaradambara 144 fn. 145; In Dandin 189 


favoured by Gaudas 131-4 
Agnipurāņa : its Alank. sec- 

tion a loose heap 173, in- 
_debted to several writers 

and chiefly to Bhoja 173, 

179-181; analysis of its 

Alank. chs. 173-4 

Anukarana (imitation, repre- 
sentation) : drama defined 

as 194; converts Dosas 

into Gunas 211 

Anuprāsa: 

As a Rīti-defining feature 
179-181, 146-7, 151 fn.; 
as Sabdamādhurya 180 

Aucitya of 210; must not 
be in long series 238; 
patterns to change often 
238-9 ; permitted in des- 
criptive portions 86-7; 
rules for its use 86-7: 
“Ulbana’ type not 
desirable 159 ; 

Causes S'aithily a dosa 
141 ; favoured by Gaudas 
142; only mild type 
favoured by Vaidarbhas 
142, 180; 


—S'rutyanuprasa 141, 156, 
180; and Stevenson's 
“contents of phrase’ 156 

—Sthānānuprāsa 180 

Varieties of it called Vrtti 
(Vrttyanuprā sa) 183; 

3 kinds in Bhāmaha 
183; 5in Rudrata 192; 
8 in Hari 192-3; 12 
proposed and refuted 
by Bhoja 193 

Upanāgarikā (Vrttya- 
nuprāsa) 184; also 
called Masrņā and 
Lalitā 186; eguated 
with Vaidarbhī rīti 187; 
suggests Mādhurya 187 
‘and goes with Kais'iki 
vrtti 186 and S'rügara 
rasa 186 

Gramya (Vrttyanuprasa) 
183-4; also called Ko- 
mala 184 and equated 
with Paficali riti 187 

Chekanuprasa 183, 187 

Parusa (Vrttyanuprasa 
184; also called Dipta 
186; equated with Gaudi 
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riti 187; suggests Ojas 
187; and goes with 
Arabhati vrtti 186 and 
Vira, Raudra and 
Bibhatsa Rasas 
Latanuprasa 
Vrttyanuprāsa not different 
from Guna and Vrtti 
(Kais'iki etc.) 
See also Sabda Vrttis 
under Vrtti 
Anubhava (vivid experience) : 
created by Jati or Sva- 
bhavokti 
Anubhava. Riti and Vrtti as 
Anu. born of Buddhi 
174-5; Anu. of Manas 
(Sattvikabhinaya) 175; of 
Vāk (Vācikābhinaya). 175, 
178; of Sarira (Angi- 
kābhinaya) 174 
Anumāna versus Dhvani 250, 
256 


186 
183 


189 


106 


Anusandhāna, Anusandhi 


(continuity) 220, 227; 
essence Of response 220 
Anekasandhanakavyas 77-8 


Anaucitya : 

Cause of Abhasa 253; cause 
of Hasya 196, 253-4; 
general name of all Dosas 
243; Gramya a kind of 
213; as a Vakyartha- 
dosa 200 fn; greatest 
Rasadosa 254; greatest 
Dosa 196, 200 ; greatest 
defeat of Rasa 221, 244, 
251; greatest offence 252: 
in a story to be avoided 
by changes in the story 
219, 234; 

of Pravrtti 202; of Riti 201; 
of Vitti 224-5; of metre 
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PAGE 


244 ; of acts, port, dress 


and speech 

Anyāpades'a 67, 82-3 ; artifi- 
cial specimens of 

Apas'abda: literary Apa- 
sabda different from the 
grammatical 159; real 
Apas'abda is Nirasa (void 
of Rasa) 

Abhidhānakos'a 

Abhidhāvyāpāra (post's ex- 
pression as a whole) 
16, 17, 21, 23; and Bhatta 
Nayaka 17. See also 
under Vyapara 

Abhinaya : is Anubhava 175; 
Angika-abhi., Sariraram- 
bhanubhava and Arabhati- 
vrtti 175-6; Vācika- abhi. 5 
vagarambhanubhava and 
Bhāratīvrtti 175-8; Sattvi- 
kābhi., Mana-ārambhānu- 


213 


82-3 


243 
264-5 


bhava and Sattvativrtti 176 
Abhyasa (practice) 170 
Artha in poetry 236 


Artha matraka (bare idea) 


131-3 


Arthalankaradambara 
Alankāra 
And Dhvani: analysis of 
some Alank. gave rise 
to Dhvani 260; when 
Alank. are suggested 
And Rasa: as Antaranga 
of Rasa, not Bahiranga 
51; Aucitya of Rasa 
controls Alank. 209; 
exists to suit Rasa 209; 
flow out of Rasa 89; 
outer garment of Rasa 
214; subordinate and 
serviceable to Rasa 214; 
suggestion of Rasa 
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object of 57; means of 
conveying Rasa 57-61; 
Rasa as Alankāra 58 
And Riti 141; as compre- 
hended in a considera- 
tion of Riti 163; Vicitra- 
mārga full of 169 
And Laksanas: developing 
from Laksanas and hav- 
ing the same name as 
some Laksanas 8-11, 
40-3; Laksanas multi- 
ply Alank. 10, 11 
And Vakrokti: analysis of 
Alaük. gave rise to Vak- 
rokti 260; Alank. as 
Vakrokti 95-6; see 
under Vakrokti also. 
As all conprehensive 261 
As beautiful expression 260 
As beauty (Cārutva, Saun- 
darya) 50, 51, 261 
As coming under Bharati 
Vrtti 177 
As constituting the beauti- 
ful form in poetry 50 
As constituting the striking- 
ness of poetic expression 50 
As the embodiment of the 
poet’s idea 
As expression itself with a 
turn (Bhangi Bhaniti) 51 
As the inevitable incarna- 
tion of idea 
As the several ways of ex- 
pressing ideas 
As the striking disposition 
of words and ideas 50-1 
Aucity of : 10, 16, 54, 55, 
210, 228, 237-9 ; aucitya 
a criticism of over- 
emphasis of 250; Aucitya 
of Rasa controls 209 
19 


PAGE 


Classified into 3 main kinds 
66, by Bhoja 53; into 
four classes by Rudrata 

95 fn. 105 
Compared to Alankāras of 
woman, Bhava, Hava 
etc. 51-2; to Alankara in 
Music 52 fn.; to saffron 
smeared on body 52; in- 
sufficiency of comparison 
to Kataka etc. 52-3; 
compared to three in- 
creasingly intimate kinds 

of ladies’ toilet 53 
Number of: Numberless 
50; as many as possible 
modes of attractive ex- 
pression 51; only three 

in Bharata 40 
In Bhatti: 96-8; difference 
on it between the Jaya- 
mahgalà and Mallina- 

tha's gloss 97 fn. 98 fn. 99 fn. 

Its purpose: clearer or more 

effective expression 58- 
9; to heighten or lower 
an idea 167 ; to heighten 
effect 89 ; its purposive- 
ness as inevitable as 
that of poetry 91 

Definition of 58 

Discriminate use of 55, 60, 64 

Every thing Alank. to Dandin 

and Bhoja 25, 139, 260 

Everything else subserving 260 

Exaggeration of its impor- 

tance 

Increasing manifestation of 

it natural when emotion 
swells 61-2 

Intimate Alank. 52-3 

Its domination in Skt. 
Poetics 259-60 
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Objective differentia of 


poetic expression 50 
Omnipresent in poetry 50 
Organic, necessary, struc- 

tural,  irremovable and 


otherwise: 52, 59, 60, 
61, 89, 207, 215 

Proper place and function 
of 55, 59, 60, 64 

Result of the poetic acti- 
vity called Varnana 8 

Rules for the proper use of 

61, 64, 209, 
214-5 

be an over- 
214 


Should not 
growth 
Should not be emphasised 


in drama 217 
Should not necessitate 

special effort 89, 215, 238 
Skt. Poetics named after 


51, 258-261, 264, 268 
Thematic points in drama 
as 275 
Those in the Ramayana 
discussed 67, 70-1, 73-4, 
78-9, 81 
Those in Rudrata’s Vās- 
tava set 105 
Use and abuse of 48-91, 197 
Use of particular Alank. 
discussed 56-7, 64-88 
Atis'ayokti 11, 23, 40, 41, 73, 
77, 96, 97 fn. 
Atyukti 73, 143; loved by 
Gaudas 143 
Anyapades'a 42 
Anyokti, see Anyapades'a, 
Aprastutapras'amsa 
Arthapatti 41 
Asis 
Utpreksa 76-7, 96, 
appropriate 77 ; inappro- 
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PAGE 


priate 76-7; endless in 
Bana 79, favourite of 
Daksinatyas 131-4 
— Hetūtpreksā 57 
Udātta 42 
Upamā 10, 21, 23, 24, 34, 
40, 56-7, 58-9, 
66-73, 81 
—Appayya on 66; Abhi- 
nava on 66; Vëmana 
on 66; and philosophical 
teachings66-67;itsgreat- 
ness 66-7 ; its purpose to 
convey idea better 58, 
67;the basisof numerous 
other figures, 66; two 
kinds, emotional and 


intellectual 67 

Ullekha 41 
Aupamya. See Upama. 
Dipaka 10, 40 
Drstanta 41 
Nidars'ana 41 
Pariņāma: develops from 

Rupaka 75; its defect 75 
Paryayokta 65, 76 
Pratisedha 43 
Pras'amsopama 11, 40 
Preyas 42, 76 
Bhava 125 fn. 
Bhavika. See separately. 
Bhavikacchavi 130 fn. 
Bhrantiman 76 
Mithyādhyavasāya 43 


Yathāsankhya 75, 96; can- 
not be spontaneous 75; 
rejected by Kuntaka 75 

Yukti 43 

Rasavad 76; and Bhāvika 

128-130 

Rūpaka 10, 40, 41, 43, 61, 
65, 67, 73, 81; and eco- 
nomy of language 67; 
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PAGE PAGE 
and emotion 67; flaws kara in poetry compara- 
in 73-5, 81 ,. ble to 51-2 
Lesa 41, 95, 99, 100 Atman' (soul, essence of 
Visesaņa 41 poetry): Camatkāra as 
Vyatireka 41 270; Rasa-dhvani as. 
Vyajastuti 41 268; Beauty-realisation 


Sllesa: 21, 34, 41, 61, 65, 
77-80, 131-3; charming 
instances of 78-80 ; effec- 
tive in gnomic poetry 
and Catus 79 ; favourite 
of Udicyas 131-3 ; helps 
all Alaükaras, except 
Svabhāvokti 78-80; its 
flaws 27; overdoing of 
79-80; Slabdabhanga 
variety of 79-80 

—Slistopamā 34 

Samāsokti 80-81 ; over-done 
81: S āstraic variety 


of 82 
Samuccaya 42 
Sams'aya 41 
Suksma 95, 99, 100 
Hetu 41, 43, 95, 99, 100 
—Arthalankaradambara 159 


Alankaras'ástra: Explanation 
of the name 51, 258-62 ; 
its other names 258-67 ; 
called Kriyakalpa 264-7 ; 
included in Vacikabhi- 
naya or Bharati vrtti 177 
Rasa, Dhvani and Aucit- 
yaits 3 great contri- 


butions 225 
Graphic presentation of its 
schools 2 
Alaükara-vadins 260 
Alankara-age of Skt. Poetics 
208-9, 260 
Alaūkāras in Music 52 fn. 


Alankaras of damsels, Bha- 
va, Hava etc 174; Alan- 


as 263 
Abhasa : caused by Anaucitya 
_ 230. See also Rasabhasa. 


Asukavi 83 
Āsrayāsrayibhāva (in laksa- 
ņas) 6,8 


Āhārya (Dress, make-up) 196. 

_ See also Pravrtti.” 

Āhāryasobhā (artificial 
beauty) 162, 166-7 

Upacāra: and Daņdin's 

Samadhi 180, 181; asa 

Rīti-defining feature 


147, 179-181 

Upadesa, teaching as an aim 
Of poetry 82 
Rsi and Kavi 92 


Aucitya 10, 19, 20, 24, 55-6, 
60, 122, 194-257 (history of) 
And Agni purana 251-2 ; 
Abhinavagupta 227-30; 
Avantisundari 226; 
Anandavardhana 213- 
25; Kuntaka 234-42; 
Ksemendra 245-51; 
Dandin 202-4; Nami- 
sādhu 208-13; Prakas'- 
varsa 252-3; Bharata 
194-8; Bhamaha 200-2 ; 
Bhoja 199-200, 230-4; 
Mahima 242-5; Magha 
198-200; Municandra 
50 fn. 200 fn.; Yas'ovar- 
man 204-6; Rajase- 
khara 226-7; Rudrata 
208-13; Lollata 206-8; 
Sarves'vara 200 fn. 
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216, 237-42; 
cannot be separated from 
Dhvani 227, 229-30; 
intelligible only through 
Dhvani 245, 247 ; Dhva- 
ni its proof and touch- 
stone 219, 230, 247; 
sequel to Dhvani doc- 
trine 227-8, 250 


And Rasa: arose out of Rasa- 


doctrine 227-8; cannot 
be separated from Rasa 
227, 229-30; greatest 
secret of and relation to 
Rasa 221, 225, 246; in- 
telligible only thro' Rasa 
229, 245, 247; life of 
Rasa 246, 253; most 
essential to Rasa 214; 
presupposes Rasa 229, 
242-3; mutual aucitya 
among Rasas 223; of 
Rasa with ref. to Patra 
(character) 205-6 


And Laksana 10, 19, 20; 


Aksarasaüghata laksaņa 


taken as Pada-aucitya — 20 


And Vakratā (Vakrokti) 216, 


237-42; identified with 
Vakrata 241-2; test of 
Vakrata 241 


As an absolute principle of 


criticism 229; as allim- 
portant 55 fn. 200 fn. ; 
as essence of artistic ex- 
pression 197; as ‘life’ 
of poetry 54, 198, 213, 
235, 245-6, 253 ; as ‘life’ 
of Rasa 245, 253; as 
mutual help between 
parts 252; as the ulti- 
mate beauty in Kavya 
54, 257 


As 


As 


Of 


Of 
Of 


PAGE 


an Ubhayālankāra 251 ; 
as a Sabdālankāra 252; 
as a Sādhāraņa guņa 
Adaptation 197-9, 201-4, 
21153512217, 7226, 232) 
254-5;as Agreement 208; 
as Harmony 198, 204, 
206, 208, 213, 216, 219, 
255, 257; as Keeping 
255; as Proportion 198, 
204, 206, 208, 219; as 
Propriety 197, 198 et. 
seg.; as Relativity 196, 
203, 255; as Sympathy 208 
Alankāra 10, 19, 20, 54- 
56, 228, 238. (See also 
under Alankara.) 

Anuprasa 237. (See also 
under Anuprāsa.) 

Aharya (dress) 194, 196, 
213; of Upasarga 240, 
248; of Karaka 222, 248; 

of Kala 248; of Kriya 
222, 248; of Gati (verse, 
prose etc.) 233-4; of 
Gunas 10, 19, 199 (See 
also under Gunas); of 
Jati (languages) 233 ; of 
Tattva 248; of Desa 
248; of Nipata 248; of 
Pada 20, 222-3, 231-2, 
247-8; of Patra 205-6; 

of Prakarana 219; of 
Prakrti 222, 248; of 
Pratibha 236, 249; of 
Pratyaya 239; of Pra- 
bandha 218; of Bhavas 
221, 228; of Yamaka 
237, 239; of Rasa 156 
(See Aucitya and Rasa 
and also separately under 
Rasa); of Riti 223. (See 
also under Riti); of 


235 
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Linga 222, 240, 248; of Kalah (Catussasti 
Loka vrtta (Svabhava) Kavi and Rsi pum d 


241, 249 ; of Vakta 217; 
of Vacana 222, 248; of 
Varna 199-200, 215-237; 
of Vacya (expression) 
205, 217; of Visaya 145, 
217, of Visaya-Riti 145, 
of Visaya-Vrtti (Anu- 
prasa) 145; of Vrtta 
(metre) 244, 249; of Vrtti 
223-5, 236-7; of Vrata 
248; of S'abdalankaras 
207-8, 209-10, 237; of 
Sattva 248 ; of Sarasan- 
graha 248; of Svabhava 


248-9 
iticism of over-em- 


phasis on Alaükara and 
Guna 250; determines 
Gunatva and Dosatva 
201-4, 211-3, 226, 232, 
254-5; doctrine deriv- 
able from Bharata 197-8, 
211, 221; explains secret 
of poetic appeal 198; 
first use of the word 205, 
208-9; greatest guna 
244; in drama and other 
types of composition 
217; in grammar asense- 
determining condition 
231; looms larger than 
Rasa 229; makes in- 
telligible every means of 
expression 225; must 
heighten power of ex- 
pression 236; a relation 
229 ; subserved by all 
other rules 255-6; three 
stages in theemergence of 
the name 209; two kinds, 


external and internal 244 


* 


Kavivakya x Patravakya 74 

Kavivyapara. See Abhidha- 
vyàpara and Vyapara 

Kavisiksā 69 

Kavyabhiprāya 10, 13 

Kāvya: beautiful mode of 
expression its distinctive 
feature 17; difference 
from S'astra and Purana 
17; word and idea sub- 
ordinate to mode of ex- 
pression in 17. See also 
below Poetry. 


Kavyakriya 264-5 
Kāvyapurusa (personified) 147 
Kāvyalaksaņa 264, 266 


Kavyas/arira 6, 8, 9-11, 16-17, 19 
Kuntaka: and Ananda and 
Abhinava 236-41; full 
development of Bhāma- 
ha in 139 ; his originality 131 
Krti (musical composition) 
267 fn. 
Kriya (poetic composition) 267 
Kriyākalpa, a name of Alank. 
S'astra 264-7 
Klistakalpana  _ 71 
Ksemendra : and Ananda and 
Abhinava 245-8; and: 
Bharata 251; his origi- 


nality 245, 269 
Gati (gait—on stage) and 
character and Rasa 86 


(literary form, prose, verse 
etc.) and Aucitya 233 
As Riti 172 

Gadya: compounds said to 
be the life of 88; con- 
sidered test of a poet’s 
powers 88; deterioration 
in latter-day writings 88 
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Guna 3, 6, 8-10, 19-20, 178, 256 
Additional gunas (in Bha- 
maha) 138, (in Kuntaka) 
168 
Analysis of the nature of 
141-3, of Dandin's 138- 
9, 178-9, of Vamana's 179 
Anitya or Vais'esika, rela- 
tive, not absolute 201-4, 
211-13, 226 
Come under Bharati vrtti 177 
Comprehends Alaük. and 
Rasa 163, 178-9, whole 
range of poetry 141-3 
Considered Alankara by 
Dandin 139 
Difference from Laksana 6 
History of 178, 203 fm. 


In Bhamaha 138 
Strange notion (of Acyu- 
taraya) of 38 


Two classes : first classifi- 
cation into S'abda g. and 
Artha g. 143 ; two sets: 
3 Rasa gunas and 10 


Bandha gunas Slesa 
etc. 8,9 
Viparyayas of 138-9, 141 


And Aucitya : 199, 200, 215-7 
Aucitya-rulea criticism of 250 
Aucitya the greatest guna 

200 
See also under Aucitya. 

And Rasa: 3 Rasa g.9; 
inherent in Rasa as its 
dharma 6, 8, 9, 182, 200, 215 

And Riti 135-168, 182, 192 

And Vrtti 182 

And Sanghatanā 138, as 
Sanghatana-dharmas 

142, 146 

Asādhāraņa gunas (style-de- 

fining) 235, and Sādhā- 
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PAGE 


rana gunas (of poetry 
in general) 235 ; Sauku- 
mārya and Ojas the 
Asādhāraņa guņas of 
Vaidarbhī and Gaudī 
Vaisesika guņas: See under 
Guna and Dosa as 
Anitya or Vaisesika; 
see also under Aucitya. 
Agramyata (as Madhurya) 
Arthavyakti 107-8, 123, 157; 
_ and Schopenhauer 
Abhijātya (of the 
mara marga) 
Udāra 142; and Dhvani 
142 ; its 2 varieties 142 
Ojas: 9, 138, 144, 145, 
152 fn. 154; 181, 199, 
200, 217; and Dirgha- 
samasa-sanghatana 138; 
and Demetrius 161; 
Guna of Raudra rasa 
182 ; suggested by Paru- 
sa Vrtti 187; Vamana’s 
self-contradiction on 144 
fn.; Ojas of Artha as 
Praudhi 205 fn. 
Kanti 104, 149, 151; of 
Dandin 142; of Vamana 143 
Komalatva 138 
Prasāda 9, 120, 123, 128 fn. 
138, 148, 152 fn. 199, 200 
And Asamāsasanghatanā 138 
And Schopenhauer 157-8; 
and Stevenson 157-8 
Guna of Sukumāramārga 168 
Secured by avoiding com- 
pounds 167-8, by avoid- 
ing superfluous words 


161 


179 


157 
Suku- 
168 


158, by using well- 

known words 168 
Praudhi 189-90, 193, 205 fn. ; 

Ojas of Artha as 205 fn. 
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Bhāvika (of Sabda) 232 In Dhvanyāloka, Locana 


Mādhurya 8, 9, 120, 138, 
144, 146, 148, 152 fn. 
215,217; as Agrāmyatā 
179: as Uktivaicitrya 
143, 167 ; as the primary 
guna of Sukumara Marga 
167; as uncompounded 
words 167; guna of 
S'rügara 182; produced 
by Srutyanuprasa 141; 
suggested by Upana- 
garika Vrtti 1 

Lavanya (of the Sukamāra 


Marga) 168 
Srutipes'alatva 138 
Slesa 8, 9, 141-2; as Gha- 

tana 143 
Samata 141; and Steven- 

son 157 


Samadhi 143; and Aupa- 
carikaprayoga 180-1; 
and Samāsokti Alank. 

80-1, 143 

Saukumārya 159, 189, 193; 
and Demetrius 161 

Saubhāgya 235 

Gunatva: not absolute, but 
relative 196, 255 

Gumpha (poetic composition E 

7 

Camatkara 239, 246, 247-8 
268-71; Agnipurana on 
269 ; all-comprehensive 
268-9; and Adbhuta 
Rasa 269; and Dhvani, 
Vakrata and Aucitya 
248; as Atman of Kavya 
270; as supermundane 


delight cs 271 
Equated with Atman and 
Rasa 269 


First regularapproach from 270 


and Hrdayadarpana 269 


Jagannatha on 271 
Orign onomotopoeic 269 
» in Paka S'astra 268 


Semantics of 268-9 : sever- 
al ' Alambanas' of 269-70 
Ten kinds of 269 
Carutva. See Saundarya. 
Chandas 1, 3, 264, 265 
Jāti (Arthālankāra). See 
Svabhāvokti. 
(Sabdālankāra) as ap- 
propriate use of different 
languages 233 
Jatyams'aka (music) 195 
* Jivita’ (life, essence of poet- 
ry): applied to Aucitya 
54, 198, 213-235, 245-6, 
253 ; applied to Rasadh- 
vani 245-6; applied to 
Vakrokti 235, 245 
Tattvajiana 66 
Tatparya versus Dhvani 250, 256 
Daņdin : and Bhoja 139, 260 
Darsfana (poetic insight, per- 
ception) 48, 49, 92 
Dosas 95, 111, 254-5 
As Anitya or Vaisfesika (re- 
lative) 201-4, 211-13, 
226, 232;  Anaucitya 
general name of 243; 
Anaucitya greatest 
dosa 196 
Become Gunas 210-4, 
211-13, 254; Apartha 
as guna 202; Upama- 
dosas (Adhika and 
Nyūna) as gunas 213; 
Grāmya as guņa 211- 
213; Punarukta as guna 
202-3; Vyartha as guņa 
202-3; S'rutidusta as 
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guna 204; Sasamsaya 
as g. 


Defined as hindrance to 


Rasa 243; five major 
kinds of (Vidheya- 
vimars'a, Prakrama- 
bheda, Kramabheda, 
Paunaruktya and Vā- 
cyavacana) 244-5; in- 
congruity with Rasa 
greatest Dosa 196; 
Mahimabhatta greatest 
exponent of 

Of Upama (Nyūna and 
Adhika) 213, 232, 254; 
of Artha 213; of Rasa 
209, 213, 223-5; of 


203 


244 


Vākyārtha 200 fn. 232 


Atyukti 159; Apada 


231-2; Apasabda 153, 
243; Apusta 112 fn. 
116 fn. 132 fn; Aprayo- 
jakapadas 157, compar- 
ed to Stevenson’s caville 
157; Aritimat 201; 
Avakara 157, 159; Ava- 
cyavacana 111, 112, 
158; Gramya 211; 
Niralankara 112 fn. 116 
fn.; Nirasa 224; Nirasa 
as void of Rasa 243; 
Neyartha 157; Patra- 
dusta 225; Pādapūraņa 
158; Prahelikāprāya 
159: Loka  viruddha 
202; Lokāgamavirodha 
248; Vācyāvacana 111, 
158; Virasa 232; 
Virudha 232; Vyut- 
panna 159; Saithilya 
141, 156, Srutidusta 
204, guna in Raudra 
154, 254, and Demetrius 


154 
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Irrelevant introductions 
220; Non-emphasis of 
the essential 220: over- 
development of the non- 
essential or the part 220 

Dosatva not absolute but 
relative 196, 255 

Dhvani 153 fn. 214, 228-30, 
245, 250, 268 

And Alankaras: origin in 
the analysis of some 
Alank. 260; and Udara 
guna (Dandin) 142; and 
Aucitya and Vārkratā 
237-42, 247-8; and 
Aucitya 216, 219, 230, 
245, 247-8, 250; touch- 
stone of Aucitya 219, 
230; and Riti 153 fn. 

All means of Dhvani wel- 
come 222 

Critics of 256; versus Anu- 
mana, Bhavana—Bhoga 
and Tatparya 250, 256 

Only artistic process of 
Rasa-realisation 214 

Of Karaka, Tin, Sup etc. 
222, 241, 247-8: of 
Pada 247. 223 of (At- 
mane and Parasmai) 
Padas 222; of Prabandha 
218, 221; of Varna 215; 
of Satghatana 216; 
sound-effect 222, of 
voice 222 

Rasadhvani 213, 229. See 
also under Rasa. 


Dhruvas (songs) 249 

Natakalankara. See Natya- 
lankara 

Natya: Anukara of the 
world 131 

Natyadharmi 194 
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Natyalaükàra, a name of 211, 223; See also Sila 
Laksana: 5, 6, 33-5, Svabhāva. 


43; Mātrgupta the first 

to speak of 30-33, 31 fn. 

a separate set in Bahu- 

rūpa 35-6; a separate 

set but mostly identical 

with Upajati-list laksa- 

nas in Vis'vanātha 30-3 

and Sagaranandin 274-5 
Nis's'reyasa 66 


Pataka (in drama) 207, 219 

Pada: vocabulary to suit 
character 231-2; see 
also Aucitya of Pada 


and Dhvani of Pada. 

Padadhvani 223, 247 

Panthah (Riti) 172 

Parispanda (activity of the 
poet) 8; three stages 
of 8 

Pallava (fourish of expres- 
sion) 132 fn: essence of 
poetry at its best 
132; bane of poetry at 
its worst 132 fn. 

Paka (maturity of poetic 
culture and expression) 
38-9, 144; as the secur- 
ing of gunas clearly and 


in full 44 
Pāthyaguņas 195 
Patra (character): Rasa- 


development appropriate 

to 205-6 
Pātravākya x Kavivakya 74 
Prakaraņavakratā 219 
Prakari (in drama) 207, 219 
Prakrti (Nature, character) : 

194-6 ; infinite variety of 

195; involves Aucitya 

221; and Bhāvaucitya 

221 ; its anaucitya 202-3, 


Pratibha (Imagination, poetic 
genius): 8, 49, 63, 69, 
112, 115, 124, 167; and 
Bhavika 124, 127; like 
Siva’s 3rd eye or Yogic 
vision 115; reality called 
forth by 118; writing 
inspired by 111 

Pratyaksa, Savikalpaka and 
Nirvikalpaka 

Prabandha guna 117-130, 
199, 200,.233; Praban- 
dha dosahana 219, 234; 
Pra. dharma 9; Pra. 
dhvani 218, 221; Pra. 
anga 26; Pra.alankara 204 

Prayoga (presentation of 


115 


drama)_ 119 fn. 
Pravrtti (Aharya, Dress, 
Make-up) 131, 134, 


v 174-7, 194 
As Aharyabhinaya or Vega- 
vinyāsa 174; as Bud- 
dhyarambhan ubh iva 


7 
And Rit 131 
— Dāksiņātyā Pravriti and 
its gracefulness 133-4 
Bandha (poetic composition) 
17, 25 fn. 143. See also 
Gumpha and Sanghatanā. 
Bandhas (Duskaras, Sabda- 
citra) 88: least to do 
with poetry 88: Cakra- 
bandha condemned 
ana: on provincial literary 
manners 131-3; his 
view of the best style 133 
Bhaniti (poetic expression) 17 
Bhallata: his poignant ex- 
perience 83 


207 
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Bhana 275  Mahimabhatta: and Ananda 
Bhanika 275 243; and Mammata 244 


Bhamaha: and Kuntaka 
139; has no fancy for 
Ritis 151 fn; on the 
requisites of good poetry 


134-5 

Bhavana (versus Dhvani) 
124-127 
Bhavanavyapara 124, 127 


Bhavika 108, 116, 117-130; 
Udbhata on 122-3, 125-6; 
Dandin on 121-3; Prati- 
harenduraja’s signifi- 
cant exposition of 123-5; 
‘Bhatti and Jayamangala 
on 120-1; Bhāmaha on 
117-9, 120, 126; Ruy- 
yaka on 127-130 

And Bhāvita, 12th Lāsy- 
anga 118-9; and Imagi- 
nation 124; and poet and 
Sahrdaya 124, 127 ; and 
Rasa-realisation 123-4, 
127, 130 fn. ; and Rasa- 
vad and Svabhavokti 
Alankāras 128-130 

Asa Prabandhaguna 177-122 

Asa Vākyālankāra 122-130 

A live concept in pre- 
Bhamaha days 122 

A necessity in poetry 118 

Its difference from some 
Alankaras 128; two 


kinds of 126-7 
Bhusana, a name of Laksana 
5, 6, 27, 29 


Bhoga (versus Dhvani) 250, 256 
Bhoja: and Dandin 260; 
full development of 


Dandin in 139 
Mahakavya: every part of it 
to be Rasavat 206-8 


Marga: 12  Margas of 


Vācikābhinaya, Alāpa 
etc. 177 
As Rīti 172/5177 
Mimamsa s'astra 12 


Yamaka (sabdālankāra) 80, 
142, 237, 239 
Aucitya re. 210 ; condemn: 
ed 159, 207, 214, 220; 
discriminate use of 210; 
in Dandin 179; permis- 
sible in Rasabhasa 88, 
in descriptions 87 ; rules 
for its employment 86-7 ; 
to be avoided in Rasa, 
S'ügara (Vipralambha) 
and Karuna 86 

Yogavrtti as a Riti-defining 
feature 147-8, 151, 179-81 

Ramaniya, Ramaniyaka. See 
Saundarya. 

Rasa 6-8, 38, 48-91, 123-130, 
143, 145, 153 fn. 154, 174, 
175, 185, 190-1, 193, 

194-257 
Accepted by Kuntaka 236, 
245, by Ksemendra 245, 


by Mahima 242 
Bhoja’s theory of 173 
Came from Pākas'āstra 268 
Clear presentation of 123 
Concentation of the poet 

on 56, 63 


Controls mode of expression 145 
Dispensed with by some 
aucityavadins 229 
Everything flows from 196 
Everything to be appro- 
priate to 196, 214-5, 
dress appropriate to 194, 
fancies 195, music 195, 
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speaking 195, verbal 
qualities 195, Riti 201, 
vrtti 191 
Ground of reference to esti- 
mate everything else in 
poetry 54, 196, 198, et seg. 
Helped by appropriate 
sounds 184, 186, 188, 
201, 215, 216 
Hindered by Yamaka or 


Anuprāsa 86-7 
Natural discription of 92 
Not even a word to be de- 

void of 243 
Root of everything 196 
Soulof poetry 6,54,196,227,256 
Transparence of 133 
Vastu-Alankāra the gar- 

ment of 214 
"Word devoid of it the real 

Apas'abda 243 


And Alankara 50-88,206-8, 
209-11, 214-5, 228. See 
also under Alankara. 

And Aucitya; aucitya its 
greatest secret 251 ; au- 
citya to it the real test 
196 ; aucitya to it deter- 
mines Gunatva 196; 
makes Aucitya intelligi- 
ble 245, 247 

And Anaucitya : anaucitya 
greatest enemy of 251; 
anaucitya to it deter- 
mines Dosatva 196 

Aucitya of 10, 19, 44 fn. 
194-257. See also under 
Alankara, Riti and Au- 
citya. 

And Gati on the stage 86 

And Guna 6, 8 ; the Gunas 
of 145,199; Guna, Dhar- 
ma of , 2 
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PAGE 


And Dhvani; realised through 

Dhvani 213-4, 229, 230 
And Bhāvika 123-130 
And Ragas . 250 
And Riti: assignment of 

Rasas to Ritis 153-4 fn.; 

in the definition of Riti 

143, 145, 153 fn. 163; 

Riti appropriate to 201 
And Vrtti 145; Vrttyangas; 

7; Sabdavrttis 184, 186 
And sound-effect 86 
And Raleigh and Pater 166 
Adbhuta 62, 199; and Ca- 

matkara 269 ; and Dipti 199 
Karuna -73, 80, 86, 215, 

225 ; should not be over- 

developed 223; S'abda- 

citra inappropriate in 80-86 
Bibhatsa 85, 184, 186, 201,250 
Raudra 182, 186, 199, 217, 

225, 254; and Dipti 

199, 215; and Gaudi riti 

201; harsh sounds sug- 

gestive of 200, 204, 215- 

6; and Ojas 217 ; sounds 

appropriate to 154; and 


Sragdhara metre 250 
Laulya, proposed as a 
Rasa by some 253 


Vira 186, 199; and Dipti 
199; and Gaudi riti 201 ; 
and Sragdhara metre 

245-250 

Srigara 8, 64, 80, 86, 182, 
186, 215, 254; and Kai- 
giki vrtti 145, 182 ; and 
Vaidarbhi riti 145, 154 
fn. 201; and Sabda vrttis 
184 186; must not be 
overdeveloped 223 

—Vipralambha-S'rig ara 
65, 66, 80, 214-5, 225; 
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and Madhurya 217; Ya- 
maka improper in 214- 


220 
—irsya-Vipralambha 61 
—S'mmigarabhasa 253 


Hasya 186; and Anaucitya 
253-4; in Skt. Lit. 253 
fn. Laulya an accessory 
of 253; produced by 
Anukrti and Abhasa 253-4 

Rasa-dosas : 209, 223-5; Vi- 
rasa of 2 kinds 223-4; 
Nirasa 224; excess of 
Rasa 223-4; mix-up of 
contradictory Rasas 223-4 

Rasa-prayoga 194-5, 198 

Rasābhāsa 230, 253. See 
also under Anaucitya. 

Rasaviyoga, securing eternal 
presence of Rasa 234 

Rasokti 92, 103; style pre- 
ferring it to Vakrokti 162 


Rasikas 172 
Ragas and Rasas 250 
Rājasekhara: source of Bhoja 

on Ritis 179 
Ramayana: Alankāras in 


Rām. discussed 62, 67, 

68, 70, 71, 73-5, 78-9, 81 
Rudrata: and Ananda 209- 

10, 223-4 

Riti 38, 131-181, 256 
Agnipurana on 151 fn. 
173-81; Kuntaka on 
139-140, 162-171; Kun- 
taka its greatest expon- 
ent 163 ; Dandin on 138- 
143, 154-61; Bana on 
131-3; Bhāmaha on 
134-8, 141; Bhoja on 
152 ; his indebtedness on 
Ritis to Rājasekhara 
178-181; Mammata on 


PAGE 


146-7, 187-8; Rājase- 
khara on 147-51, 
179-81; Rudrata on 
144-5, 153 fn. 180, 
191-2; Vamana on 
143-4, 157-158; Singa- 
bhūpāla on 147, 152-3 
fn. Minor writers on 152-4fn. 
And Dhvani as part of its 
definition 5,153 fn. 
And Pravrtti 131 
And Gunas: at its lower 
level in S'abdagunas 143, 
at its higher level in 
Artha gunas 143; as its 
constituents 167; the 
gunas comprehending 
Alankara and Rasa 
163, 178-9 
And Rasas 145, 153 fn. 
154 fn.; Rasas as part of 
its definition 143, 153 fn. 
And provincial literary 
manners 131-7; dissoci- 
ation from geographical 
divisions 144, 163-4 
And ‘style’ 140-172; does 
correspond to the western 
concept of style 140-172; 
Thematic treatment of 
style in Western Lit. 153-5 
As Anubhava 146, 174-8 ; 
as Buddhyārambhānu- 
bhāva 174-8 
As the characteristic way 
Of a writer 172 
As characterised by an 
attitude to every aspect 
of expression 163 
As comprehending Alan- 
kara, Rasa and the 
whole field of expression 
140, 163, 167, 169, 178-9 
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As expression appropriate 
to Rasa 190 

As infinite and not strictly 
classifiable 169-172; 
one poet's Riti subtly 
different from another's 
171; two final types 
139-40, 161-2; six in 


Bhoja 190 
As the soul of poetry 143 
As Vacikabhinaya 176 
As S'abdasaüghatana 146 
Anaucitya of 201 


Aucitya of 154, 201 
Criticism of the old views 
on 164 
Defined by Anuprāsa 146-7, 
151 fn., 179-181; identi- 
fied with Anuprāsa Jātis, 
Upanāgarikā etc. 147; 
defined by guņas 138- 
168; defined by Samasa 
147, 151, 153 fn. 178- 
181, 191-2; defined by 
other features 147, 151 
fn. Yogavrtti 147-8, 
151, 179-181; Upacara 
in its definition 147, 
179-181; the relation of 
these new defining fea- 
tures to the old ones, 
gunas 180-1 
Distinction of a poet due to 
his distinct Riti 172 
Higher and lower concep- 
tions of E 139 
Origins of 131-3; pre-Bhā- 
maha, pre-Daņdin his- 
tory of 131-3, 192 
Related to character of poet 
(in Skt. Lit) 131, 140, 
160, 163-171 
Related totheme 145, 153-5 


PAGE 


Synonyms of: 147-153 fn. ; 
Gati, Nadai, Panthāh, 
Prasthāna, Marga, Vali 


172, 177 
Singabhīīpāla's new names 
for 147, 153 fn. 


Two main types; one pre- 
ferring S va b hava and 
Rasa uktis and showing 
Slakti 162, another pre- 
fering Vakrokti and 

_ Showing Vyutpatti 162 
Andhra (riti) 153 fn. 
Avantika (riti) 152, 190 
Gaudi (titi) 100, 133-181, 192 

And Arabhativrtti 145 ; and 
Raudra Rasa 145 ; called 
Kathina by S'inga 147, 
150 fn.; equated with 
Parusavrtti 188; suit- 
able to Vira, Raudra and 
Bibhatsa Rasas 201; 
stood for vigour 145; 
contrasted with Vaidar- 
bhi 153 fn.; possible good 
type of 135-7, 140, 161; 
good type comparable to 
Kuntaka’s Vicitramarga 
139, and to the Forcible 
or Elevated style 140, 
161; bad type compar- 
able to the Frigid or Af- 
fected style 161; possible 
overdoing of its features 

135 
Paficali (riti) 144, 145, 147, 
150, 153 fn. 154 fn. 
180-1, 192 

Akin to Vaidarbhi 144-5; 
Vaidarbhi minus Ma- 
dhurya and Saukumārya 
plus Ojas and Kānti (in 
Vāmana) 144; called 
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Misra by Singa 147; 
considered neither good 
nor bad 147; defined as 
style with sound and 
sense well-balanced 150, 
as exemplified by Bana 
and S'ila 
Madhyama (marga or riti) (of 
Kuntaka): 165, 170; 
exemplified by Mātr- 
gupta, Māyurāja and 
Mafijira 170 
Misra ritis, one for each pro- 
vince 155 fn. 
Magadhi (riti) same as 
Maithili 148, 151-2, 
153 fn. 154 fn. 190; and 
S'ripada, the Buddhist 
writer 152 fn. 
Maithili (riti) same as Ma- 
gadhi 150-2 
Latiya (riti) 145, 152, 153 fn. 
154 fn. 180-1, 192; 
akin to Gaudi 145; 
fourth Riti introduced 
by Rudrata 144 
Vacchomi (Vatsagulmi) name 
of Vaidarbhi after the 
capital of Vidarbhas, 
Vatsagulma 148; men- 
tioned by Rajas'ekhara 
148, by Simhadevagani 
in addition to Vaidarbhi 
153-4 fn., by Hamsa- 
mitthu in addition to 
Vaidarbhi 154 fn. 
Vicitramarga (riti) 139, 140, 
161, 162, 169, 170, 235; 
ienes Gaudi if it de- 
teriorates 163, 165-171; 
exemplified by Bana, 
Bhavabhuti and Raja- 
Sekhara 170; result of 


150 
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sincerity of artistic per- 
fection outweighing pue 
cerity of emotion 
Vaidarbhi (riti) 133. lee 
180-1, 188, 191 


And Kaisliki vrtti 145 

And Gunas: Mādhurya 
supreme in it 145, 148; 
Prasāda its character- 
istic 148 

And Rasa; S'ügüra its 
Rasa 145 


Also called Vacchomi 
(Vātsagulmī) 148 ; called 
Komala by S'inga 147,153 fn. 

As the best style 143-4, 
147-150; as name of un- 
compounded collocation 191 

On its excellence : Dhana- 
pala 149, Nilakantha 
diksita 149, Rajas'ekhara 
147-9, 276; Vamana 


144; S'riharsa 149 
Possible bad type of 135-7; 
possible overdoing of its 
features 135 
Sukumāra mārga 139, 140, 
161, 162, 165-171, 235: 
compared to the classic 
manner 163, to the Vai- 
darbhī 139-40, 161; 
exemplified by Kālidāsa 
and Sarvasena 170; 
result of sincerity of 
emotion 166 
Saurāstrī (rīti) 153 fn. 
Laksaņas 1-47, 177 


According to Acyutaraya 38 
5 » Abhinava- 
gupta 11, 13, 15-25, 39, 44 
According to Alaka 35 
» » Kumbhakarna 
36-7 
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According to Jagaddhara 34 
15 » Jayadeva 28-9 

5 » larunava- 
caspati 25 


5 » Tauta 3, 4-5, 
11-12,21-3,39-43 
A » Dandin 25 
» » Dhanafijaya 25 
ñ » Dhanika 26, 33 
5 » Bahurupa- 
mis'ra 35-6 
5 » Bharata 2,6,. 
39-44 
5 » Bhoja 26-7 
Matrgupta 32 fn. 
Ratnakara 34-5 
» „ Rāghava- 
bhatta 33-4 
5 „ Rucipati 34 
Vis'vanatha 30-3 
Vaidyanatha 
payagunda 29 
5 » Sāradāta- 
naya 27-8 
Singabhū- 
pāla 29-30 
», Sarvesvara 37 
Sahityami- 
mamsa 37-8 
pre-Abhinava 
writers - 6-13 


As Abhidhavyapara 16-18, 


21, 23 
characteristics of differ- 
ent types of Kāvya 9, 131 
features of drama 7, 13- 

4, 26-8, 30, 33, 35 
Kāvyasarira 6, 8-11, 16, 

19, 22-3 

infinite 18, 24 
as multiplier and beauti- 
fier of Alankaras 10-1 

21-5, 40, 42 


303 
PAGE 
Compared to Sāmudrika 
Laksanas 7, 12, 29, 37 
Compared to texture 
(Spars'a) 
Evolution into Alankāras 
8-11, 40-3 


Inclusion in other concepts, 
Alank. or Bhāva 5, 14, 
25-6, 30, 33, 37, 44 
Lists of 45-7 ; literature on 
4-6; not elaborated in 
later lit. 2 
Other names of 6, 27, 29-36; 
(See also Bhtisana, Vi- 
bhūsaņa, Natyalankara) 
Relation to Alankara 2, 5-6, 
8-11, 13-23, 27-43 
5 , Aucitya 10, 19, 
20,24 
» » Bhāva 5, 14, 
25-6, 30, 33, 44 
»  » Guna 6, 8, 
19-20, 22, 33 fn. 
27-8, 39 
5 » Sandhyangas 7 
12-6, 26-7, 44 
T , Vrttyarīgas 7 
Ten old views 5, 6-14; 
twofold (Alankāra-like 
and Bhāva-like) 13-4, 
44; Siddha and Sādhya 
7; two recensions of 
Bharata’s text 3, 5, 18, 
26, 28, 31-2, 45-7— 
Anustubh recension 3, 
4, 34, 39 fn. 45-7. Upa- 
jati rec. 3-5, 28, 30, 35, 
37-9, 41, 44-7; Upajati 
laksanas as Natyalan- 
kāras 31 (See separately 
Natyalankara); clever 
explanation of the two 
rec. 18; those common 
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LM both rec. 4, 45-7; 
differences between the 
two 3,4, 30-1 45-7 ; in- 
inclusion of those of one 
in the other 4, 18 fn. 45-7 

Come under Bharati vrtti 177 
Lasya 118-9; Lāsyāngas 275 
Lokadharmi (realism of Bha- 

rata's stage) 131 fn. 194 
Lokasvabhava 249. See also 
Prakrti, S'ila, Svabhava. 
Vaktrokti (Vakrata) 78, 92, 
95-6, 102-3, 109-10, 
168-9, 228, 235, 256 
And Dhvani and Aucitya 
237-42, 241-2, 247-8 
As the striking, beautiful 
expression distinguish- 
ing Kavya 17, 43, 92, 
95, 96; a continuation 
of Alankara 260; arose 
out of Alankāra 228, 
260; dominates in Vicitra 
mārga 169 

Of Sup etc. 241, 247-8 

Pervasive of the whole 

range of poetic expres- 
sion 92; style preferring 
it to Svabhāva-ukti or 


é Rasa-ukti 16 
Varnadhvani 154, 215; in 
Demetrius 154 


Varnana (poetic presentation 
and expression) 48, 92 ; 
an aspect of poetic acti- 
vity 8 
Varnavakrata 215, 237 
Vastu (idea, story) 244; to 
be the body of Rasa 218 
Vācikābhinaya 1 
Vācyavācaka 225 
Vārttā: Antithesis of Kāvya 
96-7, 99, 100; expres- 


PAGE 


sion in Loka and S'āstra 
96; loosely used for 
Svabhāvokti or Jāti 96: 
Jayamangala (on Bhatti) 
on 97; Dandin on 97, 
100, 104-5; Bhatti on 
96; Bhamaha on 96 
Alaükara in Jayamangala 
98; not Alankāra in 
Bhāmaha 96-100; a 
different concept ali»- 
gether in Dandin 109, 
104-5; two varieties in 


Jayamangala 97-8 
Vibhīīsaņa, a name of Lak- 

sana 6, 32 fn. 
Vivaksa : 231 
Vithyangas 14, 275 


Vrtta (metre) 84 ; aucitya of 
249, 250; its need in 
poetry 84; Anustubh 
and narration, summing 
up and pointed speech 
250; Sragdhara and 
description of war, Vira, 
Raudra and Bibhatsa 
Rasas 250 

Vrttis: of Natya (four) 38, 
134, 174, 178, 182-3; 
six in Bhoja 190; the 
nature of Vastu or 
Itivrtta or ideas 182 

And Guna 145, 182; 
result of Gunas 184, 186 
And Riti 182: compre- 
hends Riti 174 ; similar 
to Riti 193; but more 
intimate with Rasa 146 
Applied from Natya to 
Kavya 145; history in 
Kavya 145, 182-193 
As Anubhava 146, Buddh- 
yarambhanubhava 174, 
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175; as Cesta or whole 
dramatic action 174, 
176; as expression ap- 
propriate to Rasa 146, 
185; as the disposition 
of letters to suit Rasa 

as 184-5, 187-8 
Arabhati vrtti 176, 177; and 
Angikabhinaya 176 ; and 
Ojas 182, 191; and 
Gaudi rīti 145, 182, 
191; and Raudra Rasa 

145, 181; in Kavya 182 

—Madhyamarabhati 190 
Kaisiki vrtti 134; and Ma- 
dhurya guna 183, 191; 
and Vaidarbhi riti 145, 
183, 191; its Rasas, 
Srügara and Karuna 
145, 191 ; graceful Abhi- 
naya and dress included 


in 174, 176 
—in Kavya 182 
—Madhyama Kais'iki 190 


Bharati vrtti 174, 177, 178 
As Vacikabhinaya 174-5; 
as the realm of Ritis 
174-5; becomes an 
Arthavrtti with changed 
meaning in Kavya 187, 
190, 193; includes the 
entire Alankara S'astra 
177; its nature 190-1; its 
Rasas Hasya, Adbhuta 
and S'anta 191; whole 
Sravya Kavya its field 182 
Sattvati vrtti 176-7 ; changes 
meaning in Kavya 190, 
193; in Kavya 182; its 
nature 190-1; its Rasas 
Vīra and Bhayanaka 191 
—Vrttyangas 7-25; and 
Laksanas 7/ 
20 


PAGE 


Vrtti: several concepts of the 
name of 183 
—as Anuprasa Jātis 183; 
See under Anuprasa 
—as S'abdavrtti 183; See 


separately — S'abdavrtti 
and Vrttyanuprasa under 
Anuprāsa 


—as Samāsa Jatis 183. 
See under Samāsa 
—Two kinds, Artha Vrtti 
and S'abda Vrtti 146, 
185; Artha vrtti as ideas 
suitable to Rasa 185-6, 
190; S'abda vrtti, See 
above 
Vaicitrya 216 fn; another 
name of Camatkāra or 
Vakrokti 247-8 
Vaidagdhya 69; vagvaidag- 
dhya of Agni p. com- 
pared to Vakrokti 173 
Vyāpāra (poet’s activity) 
8, 12, 17, 20, 266 
Vyutpatti 69, 82, 162, 164, 
170 ; style showing more 
Vyutpatti than Sakti 162 
S'akāra and Dosas becoming 
Gunas in his portrayal 254 
Sakti (poetic genius) 60, 162, 
164; the style owing 
more to it than to Vyut- 


patti 162 

Slankaravarman, King (and 
Bhallata) 83 

Slabda in poetry 236 


S'abdavrtti (Upanagarika 
etc.) 146, 183-190;as Anu- 
prasa Jatis 146-7; as 
the Rītis 187-8; as 
varieties of Varpasaüg- 
hatana 188 ; as the use of 
words suitable to Rasa 185-6 
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Sabdārtha pravibhajaka 
dharmas 231 
S'abdalaükaras 84-88, 196, 
207-8, 209-10, 214, 237- 
9; inappropriate when 
Rasa is to be supreme 
197; in Daņdin 142, 
179; provision for 
Slabdacitra in Rasā- 
bhasa 59 
For Aunprāsa, Bandhas 
(Duskara) and Yamaka, 
see separately. 


S'ilpaka, Uparüpaka 275 
Sila 195-6, 207. See also Prakrti 
Sangita 259 
Sanghatanā: 
And Guņas 138 
As collocation 192 


Aucitya of 199-200, 215-7 
Of Varņas (letters) 200; 


suitable to Rasa 215 
—S'abdasaüghatanà as 
Rīti 146 


Samāsa in Saüghtana as 
Riti-determinant 138; 
Asamasa Saüghatana as 
Vaidarbhi 191; varieties 
of Samāsa as other Ritis 

191-2 

—Sanghatanadhvani 216 

Sandhyaügas 7, 25-7, 44, 
207, 221-2, 275; and 
Laksanas 7, 12-16, 27, 
4*; suggestiveness to 
guide the use of 221 

Samāsa 138, 144 

And Ojas 138, 144, 181; 
as a Rīti-defining feature 
147, 151, 153 fn. 154 fn. 
179, 181, 191-2; long 
Varieties to be avoided 
in drama 217-8; loved 


PAGE 


by Gaudas 150; men- 
tioned by Aristotle 154; 
not favoured by Vaidar- 
bhas 168 ; ruinous to em- 
phasis and understanding 
167; varieties of com- 
pounded collocation call- 
ed Vrtti 183; taken as 
the sole Riti-determinant 
by Rudrata 191-2; un- 
compounded is Vaidar- 
bhi 191; compounded 
yields Gaudi, Paficali 
and Latiya 192 
Sahrdaya 57, 124, 168, 203, 
235, 252, 256; his ex- 
perience a circuit start- 
ing with the poet and 
ending with himself 124 ; 
his experience an zsthe- 


tic re-creation 124 
Sadharmya - vaidharmya- 
pariksa 66 
Sādhāraņikaraņa (universali- 
sation) 129-30 
Samanyabhinaya 52, 119 fn. 
Samudrikalaksanas 7; and 
Laksanas 7/5 M25 97 


Sahitya 235.6, 244, 258-9, 
264, 268; concept born 
of grammar 258; ex- 
plained 259; name of 
Skt. Poeties as common 
as Alankara 259 

Sahitya vidya (personified) 
447; her nuptials with 
Kavya purusa 148 

Saundarya (Cārutva, Ráma-- 
niyaka—Beauty) 50-1, 
90, 261-3; aim of the 
poet 90; Alankara equ- 
ated with 50.1, 261; 
Alaūkāra or Dhvani 
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desirable only when there 
is 24, 262 ; called Camat- 
kara 263, Ramaniya 
263, Vakrata, Vicchitti, 
Vaicitrya 263; of form 
necessary in poetry 48-50 
—In Appayya 262, Jagan- 
natha 263, Dhvanyāloka 
and Locana 261-3, Bhoja 
262, Vamana 50, 261, 
Vyaktivivekavyakhya 
51, Western Literature 263 
—]ts Realisation soul of 


Kavya 263 
—Poetry embodies it thro’ 
Artha and S'abda 271 


Svabhava (Character, Na 
ture) 236, 240, 242, 248 
See also Prakrti and Sila. 
Svabhavokti 42, 49, 58, 64, 
92-116, 244 
Agni purana on .108-9; 
Udbhata on 106; Kun- 
taka's rejection of 93 fn. 
110, 111, 113 
Kumārasvāmin on 93 fn.; 
Jayamangala on 97-100; 
Dandin on 94, 102, 103; 


on 96-97; Bhamaha on 
94-6; Bhoja on 106-110; 
Mahiman’s eloquent de- 
fence of 110-16; Rudrata 
on 95 fn. 105; Ruyyaka 
on 116; Vamana on 107- 
8; Vidyādhara on 116, 


Vidyanatha on 93 fn. 
And Arthavyakti guna 

107-8, 110 

» Bhavika 116, 128-30 

» Vārttā 96-9 


» Vastava groupof figures 
in Rudrata 95 fn. 105 
Called also Jāti 93, Svarū- 
pālankāra 109; Rjūkti 110 
Comprehended in Vakrokti 
for Bhamaha 95, 103 
Divided into 4 by Dandin 
94, 103; into many by 
Rudraia and Bhoja 103, 
105 
Explained as Guna-ukti by 
Bhoja 109-110 
Should be striking and 
vivid 93, 103, 105-6, 
115-6, 133; style prefer- 
ing it to Vakrokti 162 


Namisadhuon 95 fn. 105- Hāsya: See above under 
6; Bana on 92; Bhatti Rasas 
ENGLISH 


ACTORS 195, 196 
Adaptation 197-212, 217, 
226, 232, 254-5; 
converts Dosas into 
Gunas: 201-12, 217, 
i 226, 232, 254-5 
See also above Aucitya. 
Aesthetics `- 263 


Agreement 208. See above 


Aucitya. 
Allegory 67 
Anthologies 82 


Arts. See above Kalah. 
Atmosphere 225, 232 


BEAUTY. See above Saundarya. 
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CACOPHONY : to be avoided 239 
Caville (Aprayojaka padas) 
157 
Character (personality, 
soul) of poet 160, 


163-171 
35 in the story. See 
above Patra, 


Prakrti and Sila, 
Classical manner: culmi- 
nation of art 163 
Comedy, Comic: employ- 
ment of Nyunopama and 
Adhikopama in 213. See 
also above Hasya. 
Compounds. See above Samasa 
Conceit. See above Ut- 
preksa under Alankāras. 
Conductors (of drama) 195 
Continuity 220. See also 
above Anusandhana. 
Court-poetry 76: its far- 
fetchedness 76 


DECORATION. See above 
Alankāra and Aharya. 

Descriptions: should be 
organic, structural, 
necessary and naturally 
emergent 207 ; should be 
proportionate and har- 
monious 219 

Digressions (descriptive) 219 

Double Entendre. See 
above Slesa under Alan- 
kara. 

Drama 26, 28, 119; as imi- 
tation of the three worlds 
194, and of states of per- 
sonalities 194 ; as repre- 
sentation of moods 196 ; 
Alankaras not to be em- 
phasised in 217; gram- 
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matical flourishes to be 

avoided in 217; harsh 

words to be avoided in 

217; long compounds to 

be avoided in 217; princi- 

ples of Aucitya enforced 

by its form 217; text of 1 
Dress. See Make-up as 

also above Ahārya and 

Pravrttī 


EFFECTIVENESS the test, 199 
Emotional suggestion 155-6 
Episodes (sub-plots) 207, 

219. See also above 

Patākā and Prakari 
Excellence of build 
Excess: to be avoided: de- 


204 


corative 160; descrip- 
tive 207 
Expediency the test 199 


Expression: ‘the empiri- 
caltechnique’ 255 ; sym- 
bol and vehicle of Rasa 
225; appoporiate to 
Prakrti 205. See also 
above Abhidhāvyāpāra. 


FIGURATIVE LANGUAGE 
49, 58-9 ; adopted when 
one describes to another 
a scene 58; less proper 
when character itself 
speaks 74; natural in 
heightened moods 61-2; 
overdoing of ò 73 

Fine Arts 263 

Flaw: not absolute, but re- 
lative 196, 199. See also 
above under Dosa 


Form : essential’ in poetry 
48-50, in art 
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GENDER: preference of feme- Literary forms (play, epic 
nine 80; and Dhvani etc.) 217 
222, 240 Logicians 115 


Genius (poetic) 8, 49, 261. 
See also above Sakti 
Goodness, not absolute, 
but relative 195, 199 
Grammar 1, 266 ; gramma- 
rians 266; grammatical 
flourishes 218 
HARMONY 198, 204, 206, 
208, 213, 216, 219, 255, 
257. See also above 
Aucitya 
Hyperbole 142; Gaudas’ 
love of 142. See also 
above Atis'ayokti and 
Atyukti under Alankara 


IMAGINATION. See above 
Pratibha 
Imitation of art (counter- 
feit art) 60 
Impressionism 250 
Incidents. See story 
Jingle 222, 225 
KASHMIRIAN ALANKARIKAS 228 
Keeping (harmonising of 
medium) 255 
LANGUAGE: Aucitya of 
dialects 233; exploita- 
tion of all the means 
afforded by 222-3 
Laughter. See Comedy, 
Comic as also above 
Hāsya 
Letters: suggestiveness of 
237. See also above 


Varņa 


MAKE-UP-, Dress, 194, 196. 
See also above Pravrtti 
Maturity (of expression). 
See above Pāka 
Maturity (of poetic power) 
defined as securing ex- 
pression suited to Rasa 
y 226 

Metaphor. See above 
Rupaka under Alankara 

Mīmāmsakas 94 fn. 

Moderation 168 

Moods: Drama the repre- 
sentation of 196 ; source 
of action etc. 

Music: appropriate to 
Rasa 195; of Dhruvas 
249 ; of words 84 ; musi- 
cal qualities of Rhythm 155 


196 


NATURE 194, 196. See also 
above Prakrti, S'ila, Sva- 
bhava, as also World 

Natural Description. See 
above Svabhavokti 

Natural Beauty 10, 20, 22, 
159, 162, 166-7; ren- 
dered further attractive 170 


ONOMOTOPOEIC effect 84-5 
Originality: of Kuntaka 
131; of Ksemendra 245, 


269; lack of 88-9 
PAINTING 255, 263 
Parable 67 
Parody 254 
Perception. See above 
Dars'ana 
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Poet: compared to Rsi 
118. See also above Kavi 

Poets: see world as made 
in beauty 80 ; those with 
learning, but no imagi- 
nation 69, 70, 82 

—of latter day: artificial- 
ity of 88; experts in 
Yamaka 87, in Slesa 77 

Poet’s attitude 253 

Poetic Culture: defined as 
the sense of proper and 
improper 226. See also 
above Vyutpatti 

Poetic Experience: a cir- 
cuit starting with poet 
and ending inreader 124 

Poetic Expression. See 
above Abhidhāvyāpāra, 
Alankara, Vakrokti 

Poetic insight. See above 
Dars'ana 

Poetics 258-60, 263-7, 268 

Poetry: and emotion 48; 
and expression 49, 50; 
and form 49, 50: and 
thought 48; as beautiful 
idea beautifully express- 
ed 89; as criticism of 
life 82; as expression 
(Abhidha pradhana) 92; 
aS expression of the 
poet’s mind 91, 122; as 
lila of the poet 91; its 
enjoyment an esthetic 
recreation 124; its essen- 
tial features according 
to Bhamaha 134.6; 
must be sensuous 84; 
neither pure emotion 
nor pure thought 89; 
nor even mere manner 
89: not to be judged 
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from utilitarian view- 
point 91; past and 
future made present in 
118: similar to God's 
līlā of creation 91: a 
striking form natural to 
it 94; teaching as an 
aim of 82; versus ordi- 
nary talk and scientific 
expression 94, 96 
See also above Kāvya 
Practice. See above Abh- 
yāsa 
Precision: of expression 
with ref. to emotional 
suggestion 155-6, 163 
Production (of drama) 196 
Proportion 198, 204, 206, 
208, 219; as excellence 
of build 204; its per- 
fection all the morals 
in art 198. See also 
above Aucitya 
Propriety 197, 198 ff. See 
also above Aucitya 
Prose. See above Gadya 
Prosody 1, 3, 266. See 
also above Chandas and 
Vrtta 
Provinces: and literary 
manners 131-4, 150 
—Gaudas 131-168. See 
also above Gaudi un- 
der Rīti 
—Daksinatyas 150 
—Vidarbhadesa 148; 
Vatsagulma its capi- 
tal 148; headguarters 
Of poesy 148; home 
of grace 133-4; Vai- 
darbhas 132-168. See 
also above Vaidarbhi 
under Riti TM 
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—Easterners. See Gaudas 
—Northerners 131-2 
—Westerners 131-2 


Pun. See above Slesa 
under Alankara 


REALISM. See above Loka- 

dharmi 

Relativity: of good and 
bad in poetry 196, 203, 
255. See Adaptation 

Relevancy 

Representation (Drama 
as) 

Restraint 

Rhetoric not poetry 


SANSKRIT LITERARY CRITI- 
CISM 194, 255. See 
also above Alankara 
S'astra 

Sanskrit Poets: their ear 
for the music of words 
Satire 254; Nyūnopamā 

and Adhikopama used 
in 
Sculpture 
Simile. See above Upama 
under Alankāra. 
Simplicity in art 
Sincerity 166; two kinds, 
emotional and artistic 
Sound-effect 84-6, 91; and 
Rasa 86; and Riti and 


204, 206 


196 
142 


54 


84 


213 
263 


157, 160 
166 


Vrtti 86 
Sounds: Pleasing 239; 
torturous 239 
Speech: and Rasa 196; 
appropriate on stage 195 
Stage 194-6; Idealism and 
Conventions and Real- 
ism of 195 fn. 
Stock Diction 88-9 


311 


PAGE 


Story: as expression of 


Rasa 218; appropriate 
change of 219, 234 ; inci- 
dents of emotional value 
alone to be retained 
218; subsidiary themes 
219, 220 


Style: a higher and’ lower 


conception of 140; and 
oratory 160 ; certain fix- 
ed types of 140, 141; 
does correspond to Skt. 


Riti 140-5,153-172. 


No end to ethical valua- 
tions of 160 ; objective 
140; subjective 139; 
thematically fixed 140, 
141; two final styles 139 

Affected style 161, 163 


Agreeable ,, 160 

Attenuate ,, 160 

Elegant ,, 140, 154, 
160, 161; suited to 
Srīgāra 155 


Elevated style 154, 160, 
161; may deteriorate 
into Frigid and Af- 
fected styles 163: 
suited for battle de- 
scription 154 

Forcible style 154, 160- 

1; may deteriorate 
into Frigid and Af- 
fected styles 163 

Frigid style 139, 160-3 ; 

comparedtoGaudi 161 


. Grand style 155; suited 


to superhuman and 


_majestic theme 155 
Grave style 160 
Medium style 160 
Plain style 140, 154, 

160, 161 
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Subjectivism 249 WESTERN LITERARY CRI- 


Sublime 263 

Surplusage 158; to be re- 
moved 60; see also above 
Aprayojakapadas and 
Avacyavacana under 


Dosas 
Sympathy (mutual con- 
formity of parts) 208 


TEACHING : as aim of poetry. 
See above Upades'a 
Text-reconstruction : Agni- 
purana 176 fn. 180 fn. 
Bhamaha 98-100, 259; 
Locana 186,229; Vyakti- 
viveka 113-4 
Theme: See story; and 
Riti. See above Riti 


VERBAL ORNAMENTS: See 
above S'abdalankaras. 

Verbal qualities : suited to 

different emotional situ- 


ations 199-200 
Visual suggestion of im- 
agery 155.6 


TICISM 153-63, 255 fn. 
Western writers : and Skt. 
writers— 
Bramaha and Schopen- 
hauer 159 
Bhamaha and Winches- 
ter 162 
Dandin and Schopen- 
hauer 157-9 


Dandin and Stevenson 156 
Kuntaka and Demetrius 161 
Kuntaka and Winches- 
ter 162-3 
Mahima and Stevenson 157 
Viimana and Stevenson 157 
Vamana and Schopen- 
hauer 158-9 
Word: echoing sense 84; 
their music 84 ; the sug- 
gestive, proper or strong 
word 223 
World: ground of refer- 
ence of success of art 
195 ; pramāņa of Natya 
195. See also Nature 
and above Prakrti, Sila 
and Svabhava. 
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